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ABSTRACT OF DISSERTATION

COMPOSITIONAL MODELING: A CLASSICAL IMITATIVE
PEDAGOGY FOR THE MODERN ERA
Students of composition develop two skills simultaneously: craft and creativity.
Since students are more naturally inclined to focus on one of these skills over the other,
finding the proper balance is an educational challenge. An effective pedagogical system
for composition cultivates both of these necessary skills.
Imitation was a preferred pedagogical approach during the Classical period. In his
1848 book School of Practical Composition, Carl Czerny instructs his readers to apply
the extensive rules of composition by strictly following a compositional model. Although
this methodology lost favor during the nineteenth century, the imitative techniques
presented by Czerny are flexible enough for learning to compose in musical styles
beyond the Classical period. Through model-centered instruction, students learn to solve
compositional problems by discovering how eminent composers overcame comparable
difficulties. By engaging in the process of imitation, students create and test theories of
composition based on their understanding of the model works they are studying. From
developmental writing to establishing thematic unity, compositional modeling provides
students with a practical method to engage with the most challenging aspects of
composition.
This study addresses various approaches towards choosing an appropriate
compositional model, including the artistic opportunities available when imitating
programmatic music. Another feature of this study involves surveying multiple works
that belong to the same compositional lineage and searching for a variety of possible
extended family connections. Finally, this dissertation presents a tutorial on incorporating
two model works into a composition with a more modern musical style. This
demonstration displays compositional modeling’s ability to create a unique blend of
disparate models and help the student find a distinctive compositional voice.
This dissertation reveals the pedagogical power of compositional modeling by
demonstrating its ability to reunite craft and creativity and unlock those mysterious
aspects of artistry resistant to being analyzed and distributed in a modern academic
setting. Compositional modeling creates a timeless bond between the teacher and the
student, and it is this kind of enduring apprenticeship that can pass on the mastery of

technique and inspire the creativity needed to lead student composers to reach for the
excellence of their models and beyond.
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“Imitation is the sincerest form of flattery that mediocrity can pay to greatness.”
―Oscar Wilde
CHAPTER 1: COMPOSITIONAL MODELING IN THE CLASSICAL PERIOD
At the age of twenty-two, Ludwig van Beethoven traveled to Vienna to study with the
greatest living composer of the time―Joseph Haydn. It is not surprising that Haydn had a
tremendous influence on the young Beethoven, but, according to Maynard Solomon, little
of that inspiration came from the year of private lessons that began in December of 1792
and concluded in December of 1793. Before submitting his assignments to Haydn,
Beethoven hired Johann Schenk to correct all his mistakes. Beethoven, after making a
clean copy, then turned in his perfected assignments to his esteemed teacher. Beethoven
also convinced Haydn to lend him money by lying about the stipend that he was
receiving from his patron city Bonn, as well as submitted “new” compositions to Haydn
that he had written years earlier while still in Bonn. At the end of Beethoven’s first year
of study, Haydn discovered this deceit and ended the lessons abruptly.1
Although Beethoven defiantly claimed, "I never learned anything from Haydn,"2
Solomon asserts:
To study with Haydn was to learn not merely textbook rules of counterpoint
and part writing, but the principles of formal organization, the nature of
sonata writing, the handling of tonal forces, the techniques by which
dynamic contrasts could be achieved, the alternation of emotional moods
consistent with artistic unity, thematic development, harmonic structure—
in short, the whole range of ideas and techniques of the Classical style.
There is no evidence that Haydn formally instructed Beethoven in such
matters; he did not need to, for Beethoven took Haydn as his musical model
and absorbed these lessons by his presence and his example.3
1 Maynard Solomon, Beethoven (New York: Schirmer Trade, 1998), 89–97.
2 Solomon, Beethoven, 89.
3 Solomon, 93.

1

Beethoven’s individuality and brilliance, though apparent in his earliest works, became
transformed through his mastery of the Classical style. The informal compositional
training provided by the modeling of the works and style of Haydn and others offered
Beethoven a perfect balance of rigorous technical training and creative problem-solving.
If a student lacks the resources to study formally with a great composer, valuable
compositional training is available to anyone willing to take the time and effort to study
great masterworks through imitative compositional modeling.
The use of imitation in pedagogical training has a long and rich history in Western
thought stemming back to Classical antiquity. The traditional concept of Classicism
represents an artistic view founded on the principles of natural beauty, balance, restraint,
and adherence to standardized form―all artistic ideals associated with the civilizations of
the Ancient Greeks and Romans. Though historically far removed from these ancient
societies, the Classical style of music, originating from the eighteenth century, cultivated
many of these same standard principles.
The values inherent to classicism imply that some things, particularly those of
exceptional quality, are worthy of more admiration than others. For the Greeks,
emulation (zelos) involves the action of a soul driven to admire those things which are
proven to be good. The soul becomes imprinted with lasting impressions of those good
models through the process of imitation (mimesis).4 This “higher class” of artistic work,
in addition to being regarded as more valuable and respectable than work of lesser
quality, also becomes worthy of emulation.

4 George Kennedy, The Art of Rhetoric in the Roman World, 300 B.C.—A.D. 300 (Princeton:
Princeton University Press, 1972), 348.

2

According to philosopher Richard McKeon, there are five distinct applications of the
term imitation during Classical antiquity:5
1. For Plato, imitation is an image that serves as an extension of ideal truth.
2. Aristotle views imitation, particularly in the fine arts, as the representation of
human actions.6
3. As a tool for teaching, a student imitates a specific work or a general pattern.
4. Instead of focusing on the subject of imitation, we instead consider its effect
(pleasure) on the audience.
5. We limit the subject of imitation by focusing only on short excerpts or extracting
the primary “thought,” rather than concentrating on the work in its entirety.
Each of these five perspectives on imitation shifts the motivation behind the imitation
(the model) in significant ways. Since McKeon presents these five attitudes towards
imitation in the chronological order of their practice, it is possible to trace the evolution
of imitation as an accepted pedagogical tool during the ancient Greco-Roman world. This
progression begins with Plato’s all-encompassing, general view of imitation, passes
through the constrained emulation of specific models for instruction, and ends in the
theoretical abstraction of universal concepts.
In The Republic, Plato famously identifies “three sorts of bed. The first exists in the
ultimate nature of things, and if it was made by anyone it must, I suppose, have been
made by God. The second is made by the carpenter, the third by the painter.”7 Plato
degrades all imitative artistic imagery by presuming that artists only concern themselves

5 Richard McKeon, “Literary Criticism and the Concept of Imitation in Antiquity,” Modern
Philology 34, no. 1 (August 1936): 10–13, 16–17, 26, 32, 33.
6 Aristotle, Poetics, trans. Stephen Halliwell (Cambridge: Harvard University Press, 1995), 33
(II, 1448a1).
7 Plato, The Republic, trans. H. D. P. Lee, (Baltimore: Penguin, 1962), X. 597.
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with the façade of objects within the phenomenal world, a viewpoint rejecting that artistic
vision often informs creations within the physical world. Just as writing helps organize
and clarify an individual’s thoughts, carpenters use sketches or blueprints to help
conceptualize and work out problems within their designs before building begins.
Moreover, the substantial discoveries in biology, engineering, and physics made by
Renaissance artists such as Leonardo da Vinci not only informed their artistic techniques
but also influenced many scientific innovations in the physical world. For Plato, the
preferred model is a divine one, and as the imitation moves further from its divine model,
it becomes more mundane, turning into a useless depiction of an otherwise useful object.
C. S. Lewis recognized that “in Platonism, . . . the whole perceptible universe in
space and time is an imitation, and product, of something different: the imperceptible,
timeless, archetypal forms.”8 Because of his universal perception of imitation, Plato is
unable to provide it with a clear, definitive meaning. In contrast, Aristotle requires that
terms hold a single literal definition. In Poetics, Aristotle says that “the instinct of
imitation is implanted in man from childhood, one difference between him and other
animals being that he is the most imitative of living creatures, and through imitation
learns his earliest lessons.”9 Aristotle describes imitations, such as poetry and music, as
ideal representations of either human actions or nature.
Later, in Hellenistic history, the third viewpoint of imitation developed where
students learn an effective technique by imitating the form, thoughts, and style of great
models. The imitative process directs students to achieve the clarity found in their models

8 C. S. Lewis, Studies in Words (Cambridge: Cambridge University Press, 1960), 38.
9 Aristotle, Poetics, 37 (IV, 1448b5).
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by learning artistic balance—the balance between beauty and function, the expected and
the unconventional, and, most importantly for this study, craft and creativity. Without the
proper balance of technical craft and transformative creativity, creative individuals lack
the tools needed to communicate their artistic vision while technical people are absent of
anything original or meaningful to say.
According to educators of Classical antiquity, the most practical means of gaining the
transcendent balance of craft and creativity is through imitation. Regarding the art of
rhetoric, Isocrates instructed:
The teacher, for his part, must so expound the principles of the art with the
utmost possible exactness as to leave out nothing that can be taught, and,
for the rest, he must in himself set such an example of oratory that the
students who have taken form under his instruction and are able to pattern
after him will, from the outset, show in their speaking a degree of grace and
charm which is not found in others.10
Isocrates promoted imitation as the method for moving beyond the mere
obedience of abstract rules into that mysterious part of art that cannot be reduced
to technique.11 In On the Sublime, Longinus charts out the pathway artists should
travel to master their craft and rise above themselves by reaching for true
excellence and spiritual purity:
There is another road . . . which leads to sublimity. What and what manner
of road is this? Zealous imitation of the great prose writers and poets of the
past. That is the aim, dear friend; let us hold to it with all our might. For
many are carried away by the inspiration of another.12
10 Isocrates, Against the Sophists, trans. & ed. By George Norlin (Cambridge: Harvard
University Press, 1980), 17–18.
11 Dale L. Sullivan, “Attitudes toward Imitation: Classical Culture and the Modern Temper,”
Rhetoric Review 8, no. 1 (Fall, 1989): 17.
12 Longinus, On the Sublime, ed. & trans. W. Hamilton Fyfe, rev. Donald Russell (Cambridge:
Harvard University Press, 1995), ch. 13, 211.
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For Longinus, the imitation of great artistic works is the primary means to strive for
excellence of technique and grandeur in creative expression. Attitudes toward imitation in
music began to transform from a desire to reproduce the majesty found in the harmony
and balance of the cosmos to the appreciation and emulation of the inspired
accomplishments of mere mortals.
The next variation on Classical imitation displaces the focus of imitation from an
objective model and concentrates instead on pleasing the audience. This type of imitation,
according to McKeon, strives to “unite the agreeable with the profitable.”13 The emphasis
on entertainment quickly leads to a deterioration of quality, resulting from the shallow
desire to “please all audiences and win immortality.”14
In McKeon’s fifth and final meaning, “the object of imitation has been cut down to
thought, and the subtlety of analysis . . . is considered in short passages, rather than whole
works.”15 The dissection of segmented fragments of the whole work replaces the holistic
nature of the third category of imitation. The intensified focus on individual elements of a
work offers the benefit of an increased distillation of intricate details at the risk of
sacrificing their intended context.
Of these five types of imitation, the explicit copying of great models remains the
primary form of music education into the nineteenth century. Spearheading the
dissolution of imitative pedagogy is the separation of artistic craft and creativity in music
composition, a division explained by Thomas Christensen:

13 McKeon, “Imitation,” 32.
14 McKeon, 33.
15 McKeon, 33.
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With the advent of the nineteenth century and the founding of the many
music conservatories and schools throughout Europe that would
institutionalize the training of the next generations of performers,
composers, and conductors, music theory fractured into a number of
competing disciplinary paradigms that elude easy synthesis.16

As a result, music theory and composition separate into individual, specialized fields
during the nineteenth century. Music theory courses centered on technique and craft
through the objective extraction of specific concepts, while composition focused
primarily on subjective creativity and uniqueness. Dale Sullivan identifies the early
nineteenth century, the same period when music theory and composition were split apart,
as the moment when imitation ended its reign as the most prominent pedagogical
methodology.17 The process of compositional modeling restores the link between these
two fields through (a) the emulation of great musical models as a tool for instruction, (b)
the analysis of distinctive musical works, and (c) the fostering of creativity and
individuality through regulated imitation of diverse models.

16 Thomas S. Christensen, ed. The Cambridge History of Western Music Theory (New York:
Cambridge University Press, 2002), 10.
17 Sullivan, “Attitudes toward Imitation,” 5.
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Compositional Modeling in Carl Czerny’s School of Practical Composition
Carl Czerny, the prize student of Beethoven and famed teacher of Franz Liszt,
provides a historical precedent for the instructive use of compositional modeling in his
1830 School of Practical Composition, Op. 600:18

The best method is, undoubtedly, that which Joseph Haydn recommended
to his pupils:– Let the beginner, in the first place, exercise himself in little
Sonatas, which he must so compose according to the models chosen, that
the same key, time, form of the periods, number of bars, and even each
modulation, shall be strictly followed; but be it well observed, he must take
pains to invent ideas, melodies, and passages, as different as possible from
each of the models chosen. – The short Sonatas of Haydn, Mozart,
Clementi, Dussek and others, will be the greatest service in this respect.19

Czerny cautions his students to avoid limiting their study to a single composer,
directing that “it is very important that the pupil alternately select his models from
different authors, in order not to confine himself to one particular manner.”20 This
viewpoint is consistent with the ancient Roman educator and orator Quintilian, who,
according to George Kennedy, warns that “exclusive imitation of a single author,
however great, is not adequate. The student must come to understand the characteristic
qualities of many models and try to combine these creatively in his own work.”21 Both
Quintilian and Czerny instruct their students to shun the superficial appropriation of

18 1848 marks the English translation publication of Carl Czerny's School of Practical
Composition by John Bishop. The difficulty in pinning down a completion or publication date
for the original German version is described by William S. Newman in [Letter from William
S. Newman] JAMS 20, no. 3 (Autumn 1967), 513–15.
19 Carl Czerny, School of Practical Composition, Vol. 1, trans. John Bishop (London: R. Cocks
& Co., 1848), 36.
20 Czerny, School of Practical Composition, 46.
21 Kennedy, The Art of Rhetoric, 348.
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someone else’s mannerisms, endeavoring instead to obtain a composer’s expertise
through understanding as well as striving to wield those strengths effectively.
Unfortunately, Czerny’s discourse on musical imitation is brief. While he neglects to
offer any substantial instruction on his process of inventing melodic ideas or other figures
through imitation, Czerny does provide an explicit example of an original composition
modeled after the first movement of Mozart’s Piano Sonata K. 381. Figure 1.1 reproduces
Czerny’s brief comments on Mozart’s Sonata movement. This movement’s score, as
Czerny presents it in his Op. 600, is found in the Appendix on p. 186.
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1. The first part consists of thirty bars, and the second of sixty-five. The second part is
therefore rather more than double the length of the first. Both parts are repeated.
2. The principal subject is a simple, energetic figure in unison, which extends through
five bars. The fifth bar must be considered as an interpolation, and this deviation
from the regular rhythm is here, through the peculiarity of the theme, legitimately
made.
3. The four following bars (6 to 9) contain a soft melody as a continuation, of a
corresponding movement with the theme.
4. Now follows the modulation into the dominant, bars 10 to 13, which, according to the
small scale of the entire piece, is here extremely short and simple. The chords in the
thirteenth bar form the cadence.
5. The four following bars (14 to 17) form the middle subject which has a pleasing
melody.
6. The conclusion, as well as the continuation of this middle subject, is formed by the
three energetic bars 18 to 20.
7. The three following bars (21 to 23) contain another soft, melodious trait, which, after
a busy passage (until bar 26), conducts to the cadence.
8. The 27th and 28th bars again present a powerful, but melodious passage, after which
follows the conclusion of the first part (bars 29 and 30). Consequently, this first part,
notwithstanding its brevity, contains four different melodies, which are connected
together by moving passages.
The second part contains the following principal divisions: –
1. Bars 1 to 8 contain a new idea in the relative keys of B minor and E minor, which
keeps the attention alive.
2. Bars 9 to 18 present a modulating development of the first bar of the principal
subject:

as the bass gives these seven notes in

augmentation, and with them returns, at the same time, to the original key.
3. A cadence, in bars 17 to 21, forms the natural transition into the principal theme, nine
bars of which are then repeated.
4. In order to avoid monotony, the author has here thought proper to introduce, in a
busy form, a new modulation constructed upon the idea in bars 10, 11, 12 of the first
part; after which the dominant chord, as a cadence, leads back to the middle subject
in the original key (bars 31 to 38).
5. The middle subject is then repeated a second time in a very pleasing manner, in the
minor, and afterwards follows the rest as in the first part, but with a more extended
final cadence.

FIGURE 1.1. Czerny’s “remarks” on the Mozart Sonata22
22 Czerny, School of Practical Composition, 41.
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Czerny’s “remarks” are primarily concerned with identifying and describing the
movement’s basic form.23 Conforming with Heinrich Christoph Koch’s (1749–1816)
binary conception of sonata form, Czerny divides the piece into two main sections. The
exposition is referred to as the “first part,” whereas the development and recapitulation
are simply two periods contained within the “second part.”
Koch conceives of the first part of a sonata-form movement (the exposition) as an
“integrated, self-sufficient utterance,” a cohesiveness achieved when each section of the
composition is both independently coherent and flows together organically to create a
unified whole.24 Although Czerny does illustrate the development of the opening motive
from m. 1 as found within the second part (the development), he misses the opportunity
to discuss other significant motivic connections throughout the piece, including the many
striking harmonic and melodic similarities found in the construction of Mozart’s themes.
One of Koch’s most indispensable compositional insights is the interdependence of
melody and harmony. Envisioning a “melody harmonically” involves perceiving a
melody and its harmony simultaneously.25 Although an organically unified composition
will display this indispensable trait throughout the entire work, the correlation of melody
and harmony becomes especially apparent during musical sequences. Despite multiple
sequential passages throughout Mozart’s Sonata movement, Czerny declines to draw his

23 Czerny claims that his “School of Practical Composition” is the first to provide comprehensive
instruction of form. As such, it is unnecessary for him to remark on topics already covered in
thorough bass and counterpoint treatises, namely harmony, counterpoint, and voice leading.
See Czerny, School of Practical Composition, iii.
24 Scott Burnham, “Form,” in The Cambridge History of Music Theory, ed. Thomas Christensen
(Cambridge: Cambridge University Press, 2002), 882.
25 Nancy K. Baker, “Der Urstoff der Musik: Implications for Harmony and Melody in the Theory
of Heinrich Koch,” Music Analysis 7, no. 1 (March 1988): 17.
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reader’s attention to their frequent use. Instead, Czerny describes many of the passages
and themes as being either “energetic,” “soft,” “pleasing,” “melodious,” or “busy,”
descriptions too inefficient on their own to communicate his process of modeling these
themes later.
To update Czerny’s terminology as well as correct some of the errors found in his
formal analysis,26 Figure 1.2 presents a reworking of Czerny’s remarks using the more
evocative and distinctive labels found in James Hepokoski and Warren Darcy’s Sonata
Theory:27

26 During Czerny’s first “remark” of part two where he states, “Bars 1 to 8 contain a new idea in
the relative keys of B minor and E minor,” E minor should be replaced with A major.
27 James Hepokoski and Warren Darcy, Elements of Sonata Theory (New York: Oxford
University Press, 2006).
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1.

2.
3.
4.
5.
6.
7.
8.

The Exposition
The exposition lasts thirty measures, the development twenty-one measures, and the
recapitulation forty-four measures. Both the exposition and the development/
recapitulation are repeated.
After a single measure of introduction, the primary thematic zone (P) is four
measures in length (mm. 2–5).
The eight following measures (mm. 6–13) serve as a modulating transition (TR) into
the dominant.
This dissolving transition drives towards the first structural cadence of the piece, the
medial caesura (MC), in m. 13.
The eight following measures (mm. 14–21) form the secondary thematic zone (S).
S builds towards a perfect authentic cadence (PAC) in m. 21, the essential
expositional closure (EEC).
The remaining nine measures of the exposition (mm. 22–30), the closing zone (C),
reinforce the EEC in m. 21 with an additional two PACs in mm. 27 and 29.
The four main sections of the exposition (P, TR, S, C) are all very brief but
melodious in their construction.

The Development
1. The first eight measures (mm. 31–38) sequence through the keys of B minor and A
major.
2. The following eight measures (mm. 39–46) develops the primary motive from the
introduction given in rhythmic augmentation. This passage modulates by sequencing
through the keys of E minor and D major.
3. After the arrival of the tonic in m. 47 there is a half cadence (HC) with a retransition
(RT) that leads into the recapitulation.

1.
2.

3.
4.
5.
6.

The Recapitulation
The introduction and P are restated, as well as the first four measures of TR.
The second half of TR expands from four to eight measures (mm. 61–68) by
developing the first half of TR with sequences passing through the keys of E minor
and D major.
The MC sets up the return of S, this time in the original key of D major.
S is repeated a second time, now beginning in the parallel minor.
The essential structural closure (ESC) is formed by the PAC that concludes this
minor statement of S in m. 84.
C follows the exposition but with a final cadence that is extended by two measures.

FIGURE 1.2. Revised “remarks” on the Mozart Sonata.
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After identifying and labeling the individual sections of Mozart’s Sonata movement,
Czerny instructs:
In order to give the pupil a practical idea of the manner in which he should
follow such a sonata as he chooses for a model, we here insert an imitation
of the foregoing Sonata, which the beginner must attentively compare with
the original, and then direct his own studies accordingly.28
“Attentively comparing” Czerny’s imitation of Mozart to his model will uncover the
basic methods of compositional modeling used during the Classical period. In the later
chapters of this dissertation, modifications of these imitative techniques lead toward the
imitation and creation of music reflecting later historical periods.
In the following comparative analysis, I discuss and compare each formal section of
the Sonata model and its imitation individually, starting with an examination of Mozart
(M) and followed by a description of Czerny’s imitation (C). Scores for these works are
available in the Appendix beginning on pp. 186 and 198.

28 Czerny, School of Practical Composition, 42.
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An Overview Comparison of Mozart (model) and Czerny (imitation)
EXAMPLE 1.1. Introduction: mm. 1–2.1

M: A short, startling tonic chord announces the opening of this Sonata by Mozart.
Reverberating from the initial impact is an unaccompanied, stepwise melodic pattern that
emerges in the right hand. This quick, rising and falling figure is immediately echoed in
the left hand two octaves lower. The downward motion of this introductory measure leads
directly into the primary thematic zone (P) in m. 2.
C: Czerny condenses the textural variety found in Mozart’s introduction, created by
the contrast between the punctuation of the tutti chord and the energetic, wispy melodic
replies that follow into a single, consistent texture. Although he preserves the rhythm of
his model, Czerny inverts the downwards direction of Mozart’s introductory gestures
using rising scales in unison octaves in both hands. While different in texture and impact,
both introductions provide their corresponding sonatas with rhythmic momentum as well
as successfully establish D major as the unambiguous tonic for this movement.
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EXAMPLE 1.2. Primary Thematic Zone (P): mm. 2–6.1

M: Mozart’s primary theme (P) consists of ascending tonic scales (mm. 2 and 4) and
descending dominant arpeggios (mm. 3 and 5). This simple theme offers a balance of
both rising and falling gestures, as well as stepwise motions and harmonic skips.
Presenting P in both hands in unison, two octaves apart, ensures clarity in both thematic
weight and the underlying harmonic progression of alternating tonic and dominantseventh chords. The PAC that brings closure to this theme in m. 6 also serves as the
beginning of the transitional zone (TR).
C: Czerny begins P with a rhythmically vigorous, ascending tonic arpeggio. Since
Mozart balances P by using stepwise motion followed by arpeggios, Czerny reverses this
order by arpeggiating before using stepwise motion. Unlike the model, both the
arpeggiations in mm. 2 and 4 and the scales in mm. 3 and 5 ascend. These two gestures
are connected by a rapid, descending scale, which creates a greater sense of melodic
balance. After the fanfare-like opening arpeggio, presented in unison octaves between the
hands, the left hand provides harmonic support with rippling chords that follow the
alternating tonic and dominant harmonies of the theme.
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EXAMPLE 1.3. Transitional Zone (TR): mm. 6–13.3

M: The modulating transition (TR) of the model, constructed as a sentence (2+2+4),
energetically drives towards the cadence preceding the medial caesura (MC) of the
exposition (m. 13.4). As a dissolving TR, this section begins resembling a new thematic
section that, over time, “dissolves” into a functional transition. Tonic and dominant
harmonies intermingle over a tonic pedal point, building tension throughout mm. 6–9.
Written almost entirely in stepwise motion, mm. 6–7 repeat sequentially up to the next
tonic chord tone in mm. 8–9. The descending four-note repeating patterns found in mm. 7
and 9 are rhythmically augmented and sequenced in mm. 10–12, where both hands in
unison octaves triumphantly lead to the I:HC, in m. 13.
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C: Based on his given analysis of the model’s form (Figure 1.1), Czerny views mm.
6–9 as a melodic continuation of the previous thematic section and TR to be mm. 10–13,
which accounts for the dissolving quality of this TR. Czerny’s construction and melodic
contour remain effectively the same as the model, though there are slight variations from
Mozart’s work in the location of the dominant harmonies over the tonic pedal point in
mm. 6–9, as well as some additional arpeggiations within the melodic ideas. Czerny
replaces the octave unisons of mm. 10–12 with a passage that, while being more
harmonically unambiguous, is musically weakened by its awkward voice-leading,
particularly in mm. 10–11. Czerny uses fast scales in the left hand, presumably from the
introduction, to help drive this section towards the MC. Overall, this new TR fails to
match the energy and cohesiveness of Mozart’s original.
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EXAMPLE 1.4. Secondary Thematic Zone (S): mm. 13.3–21.1

M: True to form, the secondary theme (S) offers various contrasts with P. Stationed in
the key of A major, the dominant of the home key, D, the new theme begins softly and
sweetly. The theme’s phrase structure, a sentence (2+2+4), is the same as the TR, with
the cadence on the downbeat of m. 21 serving as the essential expositional closure (EEC).
Like P, S begins with an ascending scale (m. 14) followed by harmonic skips (m. 15) and
repeats with a little extra rhythmic variety in mm. 16–17. By reducing the scales in mm.
14 (E5 up to C≥6) and 15 (D6 down to B6) to the chordal skips of mm. 18 (E down to C≥)
and 19 (B up to D), Mozart creates a natural extension to the theme. As the melody’s
rhythm slows to quarter notes in mm. 18–19, the left-hand accompaniment becomes more
19

rhythmically active, providing the necessary energy to reach the EEC on a V:PAC in m.
21.
C: Czerny stays close to the model for S. Through the addition of a few pickup notes,
the new S begins one octave higher than the model. Czerny maintains the fundamental
rhythm in mm. 14–15, but distinguishes the melody by inverting it so that the scale now
descends (m. 14). The suspensions, escape tones, and chordal skips of m. 15 are
preserved from the original but located one chord tone lower. The drive to the cadence
uses virtuosic arpeggiations in conjunction with a rhythmic crescendo to reach the EEC.
The melody in mm. 18–21, lacking the strong motivic relationship with the beginning of
S found in the model, creates a less satisfying continuation of the theme than Mozart’s
pattern provides.
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EXAMPLE 1.5. Closing Zone (C): mm. 21.2–30

M: After the boisterous conclusion of S, both the energy and the powerful dynamic
suddenly disappear. The chromaticism of these harmonically-forsaken octaves creates a
sense of ambiguity, craving stability. Mozart temporarily dismantles the phrase structure
until the arrival of the predominant harmony in m. 24. Along with the PAC in m. 27, the
tenor voices present a modest lyrical line in parallel thirds, highlighting a timbre that
provides a beautiful contrast with the rest of the exposition.
C: Czerny harmonically fills out the melodic chromaticisms in mm. 21–23 using
contrary motion and secondary dominants. After transferring Mozart’s coloratura passage
from the right hand of m. 25 over to the left hand, Czerny replaces the moving lines in
Mozart’s tenor (mm. 27–28) with a more florid melodic line now found in the right hand.
The addition of virtuosic descending arpeggios brings the exposition to a close.
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EXAMPLE 1.6. Development (Part 1): mm. 31–38

M: Unexpected low, booming F≥s emerge at the onset of the development. The
ominous chromatic upper and lower neighbors recall the desolate octaves from mm. 21–
22. Soft, parallel 3rds in both hands tiptoe towards B minor, seeking to sneak away from
the pursuing danger. This entire passage repeats, being transposed down a diatonic step to
the more peaceful key of A major.
C: Czerny offers harmonic clarity to the ambiguous octave F≥s in mm. 31–32,
punctuated with a scale in the left hand taken from the introduction. An It+6 (m. 32)
imparts the development with a new and distinct harmonic color. The pickups into m. 33,
the left-hand accompaniment pattern, and the expressive direction “dolce” suggest a
development of S. Czerny bases the melodic contour of mm. 33–34 (skip down, step up)
directly on the corresponding passage found in the model.
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EXAMPLE 1.7. Development (Part 2A): mm. 39–46

M: An abrupt shift to A minor eviscerates the tranquility of A major. The right-hand
trembles as thunderous octaves in the left-hand rhythmically augment and develop the
movement’s introduction. The appearance of the dominant-seventh in m. 41 establishes E
minor as the tonal goal of mm. 39–42. When G major unexpectedly emerges (m. 43), it
leads to a sequence of the previous four measures down a diatonic step. The arrival of the
dominant in m. 45 prepares the way for the return to the movement’s tonic, D major.
C: Czerny modifies the harmonic progression of this section in two different places.
The Neapolitan chord inserted into m. 40 is compelling, but ii6 unsuccessfully replaces
Mozart’s IV in m. 43, breaking the harmonic sequence. The ascending scale from the
introduction returns in the left-hand in mm. 41–42, but the melody that begins in m. 39
does not appear to be a development of any of the movement’s thematic material.
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EXAMPLE 1.8. Development (Part 2B): mm. 47–52.1

M: Measures 47–48 celebrate the return of D major as the tonic as the right-hand
tremolos reverse their polarity, realigning the soprano and bass on the down beats.
Strident, arpeggiated octaves in both hands lead to a HC in m. 50. Mozart expands this
anticipated four-measure phrase through the addition of one extra measure (m. 51). This
extra space provides room for a retransition (RT), a rising scale peppered with
chromaticisms, that leads directly into the recapitulation in m. 52.
C: Virtuosic scales and arpeggios replace Mozart’s right-hand tremolos. Moving in
contrary motion with the left-hand’s descending octaves (m. 49), a rapid ascending scale
in the right hand unveils the arrival to the HC. Czerny transforms Mozart’s RT, a rising
left-hand scale in mm. 50–51, into a descending, dominant-seventh arpeggio performed
with alternating hands in eighth-note, broken octaves.
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The Recapitulation
The recapitulation, as expected, restates both P and S in the tonic key. It is common
to rewrite the TR during the recapitulation since S no longer requires the TR to modulate
to the dominant. Mozart reworks both TR and S during the recapitulation, expanding
each of them in unique and significant ways.
Czerny, however, takes the opportunity to fashion additional alterations beyond those
dictated by his model. Although Mozart’s P is virtually identical in the exposition and the
recapitulation, Example 1.9 demonstrates how Czerny ornaments the new P in mm. 54
and 56. The one-octave, ascending scale of m. 3 utilizes ratcheting melodic 3rds in m. 54,
and m. 56 squeezes a two-octave scale into m. 5, where a one-octave scale initially took
place.

EXAMPLE 1.9. Czerny’s Variation of P in Exposition and Recapitulation: mm. 1–6.1
and mm. 52–57.1
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EXAMPLE 1.10. TR Expansion during Recapitulation: mm. 61–68

M: Mozart expands the exposition’s eight-measure TR into twelve measures here in
the recapitulation. The first four measures of TR stay the same (mm. 6–9 and mm. 57–
60), but the next four measures stretch out into eight (mm. 10–13 and mm. 61–68). The
descending four-note pattern from TR develops in the left hand as mm. 61–62 alternate
dominant and tonic harmonies in E minor. After being sequenced to D major in mm. 63–
64, m. 65 re-aligns with the exposition’s TR of m. 12. The expected HC in m. 66 is also
expanded through repetition by an additional two measures into m. 68.
C: Czerny slows the pacing of the harmonic rhythm in mm. 61–64 to create a more
pronounced circle of 5ths sequence. The melody from the opening measure of P
enhances this harmonic sequence serving as a melodic sequence in the right hand.
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As expected, S is in the dominant during the exposition and the tonic during the
recapitulation. Other than being in different keys, Mozart makes a noteworthy change to
S during the recapitulation. Example 1.11 shows the second half of the exposition’s S
(mm. 18–21) transposed from the dominant to the tonic for easy comparison to the
recapitulation S (mm. 73–76).

EXAMPLE 1.11. Mozart’s S in Exposition (transposed) and Recapitulation: mm. 18–21
and mm. 73–76

Czerny’s brief commentary does not address why Mozart changes the second half of
S in the recapitulation. The most likely reason for this modification reveals a substantial
problem with the model Czerny has provided his readers. This model composition is
Czerny’s own two-hand piano arrangement of Mozart’s four-hand Piano Sonata.
Although not an issue during the exposition, during the recapitulation, the left hand of the
primo pianist falls within the same range of the original version of the melody, creating
problems in the performance of the right hand. Transposition of the melody up an octave
is not possible since the range of Mozart’s piano is narrower than a modern piano, a mere
five octaves spanning from F1 to F6. Mozart instead rewrites the melody to make its
execution more comfortable.
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EXAMPLE 1.12. S in the Recapitulation: mm. 69–76

M: The return of S continues in the tonic, D major. The first four measures of S are a
direct transposition from the dominant to the tonic. Czerny erroneously adds the pitch A4
in the right hand of mm. 70 and 72, a pitch not found in Mozart’s original four-hand
version. Mozart’s rewriting of mm. 73–74, although not as satisfactory as the original,
offers a simple solution for the choreographic restraints between the performer’s hands
and the inherent range limitations of Mozart’s instrument.
C: Other than removing the pick-up notes that led into S during the exposition,
Czerny provides an exact transposition of the first four measures of S. Where Mozart
makes only minimal but practical changes to S in the recapitulation, Czerny radically
modifies mm. 73–74. Extracted from Mozart’s revised melody, Czerny heavily
ornaments the pitches A–D and B–D.
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EXAMPLE 1.13. Repetition of S during Recapitulation: mm. 76–84.1

M: The most substantial alteration Mozart makes during the recapitulation involves a
second restatement of S. The first four measures (mm. 77–80) are, as Czerny describes,
“in a very pleasing manner in the minor,” while the second half (mm. 81–84) remains the
same as the second half of the first statement of S in the recapitulation (mm. 73–76).
C: Czerny follows Mozart’s addition to the form but introduces more ornamentation
and virtuosity to this repetition of S (see Example 1.14).
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EXAMPLE 1.14. Czerny’s S during Recapitulation: mm. 69–76.1 and mm. 77–84.1
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EXAMPLE 1.15. C in the Recapitulation: mm. 84.2–95

M: Mozart makes two significant changes to the final C during the recapitulation. The
form expands by two measures during mm. 90–93 and includes a change to the righthand melody in mm. 87–88. In m. 87, the melody is transposed down from the exposition
a 3rd instead of the expected 5th to help set up the new passage in m. 88. The new
coloratura passage in m. 88 is needed because the parallel passage in the exposition,
when transposed down a 5th, loses its brilliance, and when transposed up a 4th, extends
past his instrument’s range. Mozart, therefore, rewrites this passage to preserve the spirit
of the musical line.
C: Czerny rewrites mm. 88–89 so that the right hand now performs this cadence as
virtuosic arpeggiations. It is when he strays from his model that Czerny’s greatest
compositional weakness, self-indulgent virtuosity, becomes apparent.
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Melodic Imitation Techniques
The previous section provides a close reading of Czerny’s imitation of Mozart’s
phrase and harmonic structure. Regarding his methodology of imitation, Czerny himself
claims:
In this imitation of Mozart’s Sonata, each bar, each modulation, and almost
every chord has been exactly formed upon the original. And yet the
melodies and figures so far totally differ, that they bring into operation, in
the most advantageous manner, the pupil’s talent for invention and his
versatility, when he diligently and perseveringly exercises himself in this
way.29
There is more, however, to consider regarding his method of melodic imitation. Does
Czerny limit the imitative process exclusively to the form and harmonic structure of his
model? Although he claims that his “melodies and figures . . . totally differ,” Czerny
creates the thematic material for his sonata by closely imitating Mozart’s melodies.
This study borrows from the terminology of techniques associated with Thematic
Transformation to facilitate a discussion of melodic resemblances between a model and
its imitation. These developmental techniques provide clear ways to analyze and describe
the processes composers use to either manipulate themes throughout a work or rework
initial themes into new themes. Among the techniques used in thematic transformation,
the most suitable for use in this study of melodic imitation are fragmentation, inversion,
retrograde, augmentation, diminution, reduction, embellishment, and transposition.

29 Czerny, School of Practical Composition, 46.

32

Fragmentation divides a melody into individual gestures or motives. Generating a new
melody frequently involves applying additional thematic transformations to these
segments and reshuffling them into a new order. Example 1.16 divides the model melody
into four segments.

EXAMPLE 1.16. Fragmentation: model and imitation

Grouping together segments related by diatonic transposition produces two unique
segments: A (mm. 1 and 3) and B (mm. 2 and 4). Measure 4 of the model reverses the
last two pitches of Segment B, allowing the tune to resolve by ending on the tonic. The
model has the segmented form ABAB. The imitation melody reorganizes this model into
a new form: BABA. By transposing each segment and inverting both statements of
Segment B (see the different types of inversions in the next section), the imitation
presents none of the segments the same way they appear in the model. In m. 4, Segment
A substitutes the pitch C in place of the expected B for the final note of the melody to
provide resolution to the tonic.
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Melodic Inversion is the process of moving in contrary motion to the original
melody. If the melody ascends, its inversion will descend and vice versa. There are three
basic types of melodic inversion: chromatic, diatonic, and gestural. Example 1.17
demonstrates how a chromatic inversion preserves the intervallic succession precisely,
typically resulting in the inverted melody modulating to a new key. Transposing a
chromatic inversion of a diatonic melody allows the transformed melody to remain in the
original key. In preserving only the generic intervals, a diatonic inversion allows the
inverted pitches to always remain within the original key. A gestural inversion flips the
direction of the melody, inverting the general contour by disregarding the model’s precise
or general intervals.

EXAMPLE 1.17. Melodic Inversion Types
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Altering the rhythm helps distance the gesturally inverted melody from its model (see
Example 1.18).

EXAMPLE 1.18. Gestural Inversion with slightly altered Rhythm

Retrograde “walks backward” through the original melody, starting with the last
note and ending with the first. Example 1.19 demonstrates how this procedure may
involve reversing the pitch and rhythm either independently or collectively.

EXAMPLE 1.19. Retrograde Types

Augmentation and Diminution – A rhythmic augmentation or diminution allows the
lengthening or shortening of note values by either a general amount or a specific
proportion such as 2:1 (see Example 1.20).
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EXAMPLE 1.20. Rhythmic Augmentation and Diminution

Intervallic augmentation or diminution makes melodic intervals larger or smaller
while keeping the same distinct melodic contour (see Example 1.21).

EXAMPLE 1.21. Intervallic Augmentation and Diminution

Reduction is the process of stripping a melody of its non-structural components.
Example 1.22 shows a new melody composed out of this reduction through
Embellishment, the re-decorating of a basic structure so that it differs from its model.
The process of embellishment also covers other techniques such as ornamentation,
variation, and Fortspinnung (the expansion on a simple idea through sequence or
repetition―the “spinning out” of a motive).
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EXAMPLE 1.22. Reduction and Embellishment

Transposition is the process of moving a melody or its fragmented segments up or
down from its original pitch position. A chromatic transposition moves each pitch of the
melody an exact interval (e.g., up a major 2nd), regardless of key signature; diatonic
transposition moves it by a general interval (up a 2nd) within a given key (see Example
1.23).

EXAMPLE 1.23. Transposition

Recognizing these thematic transformation techniques makes a more in-depth
comparison of Mozart’s and Czerny’s thematic construction possible. After considering
Mozart’s compositional method and clarifying Czerny’s imitative process, I will present
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new imitations of Mozart’s thematic ideas by putting these basic techniques into practice
and drawing attention to some of the weaknesses in Czerny’s process. Through
fragmentation, each thematic motive or gesture will be extracted from its context and
given a letter designation (A, B, C, etc.). These segment labels also bear the prefix “M”
for Mozart, “C” for Czerny, and “J” for Jeter to help differentiate between each
composer’s themes during the comparisons. Readers may wish to refer again to the scores
provided on pp. 186 and 198.
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A Deeper Comparison of Thematic Construction
Example 1.24 fragments Mozart’s introduction and P into four motives or segments.

EXAMPLE 1.24. Mozart’s Introduction and Primary Theme

M-A

short tonic chord

M-B

stepwise rising and falling gesture in sixteenth notes outlining the tonic triad

M-C

ascending tonic-major scale in eighth notes

M-D

descending arpeggiated dominant-seventh chord in eighth notes

Two statements of M-B follow the initial M-A in m. 1 with the second occurring at a
lower octave. In Mozart’s original four-hand composition (see the score in Appendix p.
190), only the primo performer’s right hand performs the first M-B while the primo’s left
hand and the secundo perform the second M-B in octaves. Based on this texture, the first
M-B is a weak, dizzy reaction to the opening wallop of chord M-A. The second M-B,
more poised and grounded than the first, leads with confidence into P.
The success of P comes from the equilibrium created between the rising tonic scales
(M-C) and the descending dominant-seventh arpeggios (M-D). Though composed
exclusively of eighth notes, P possesses motoric energy springing from the repetition of
M-D in mm. 3 and 5.
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Czerny’s introduction and P (Example 1.25) fragment into four individual segments.

EXAMPLE 1.25. Czerny’s Introduction and Primary Theme

C-A

ascending tonic-major scale in sixteenth notes

C-B

ascending tonic arpeggio

C-C

descending stepwise pattern outlining tonic triad

C-D

ascending scale in eighth notes starting from 7̂

Czerny eliminates Mozart’s textural contrast in m. 1, choosing two linked statements
of C-A (derived from M-C) to make up his one-bar introduction, retaining the composite
rhythm found in Mozart’s introduction. A loose inversion of M-D generates the rhythmic,
upwards arpeggiation of the tonic triad of C-B. Whereas Mozart begins m. 2 with a tonic
scale and m. 3 with a dominant arpeggio, Czerny reverses this order so that m. 2 now
begins with a tonic arpeggio and m. 3 uses a scale formed on the dominant. This rising
scale (C-D), created by transposing M-C down one diatonic step, connects to the rising
motive of C-B by C-C, a five-note descending stepwise pattern taken from the
descending portion of M-B (see Example 1.26).
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EXAMPLE 1.26. Comparison of Mozart and Czerny Introduction and Primary Theme

For Example 1.27, I composed another imitation of Mozart’s introduction and theme
divided into five segments:

EXAMPLE 1.27. Jeter’s Introduction and Primary Theme

J-A

short tonic chord

J-B

short, descending stepwise pattern in eighth notes; outlining tonic chord

J-C

short, ascending stepwise pattern in eighth notes; retrograde of J-B

J-D

ascending arpeggiation of tonic chord

J-E

descending stepwise pattern in eighth notes; outlining dominant-seventh chord

Initially conceived as a descending scale,
the pairing of J-B and J-C, harmonized in 3rds and 6ths, created a more attractive and
compelling introduction into P. Like Czerny’s C-B, m. 2 is constructed with an ascending
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tonic arpeggio (J-D). Since Mozart’s P alternates measures of rising tonics and falling
dominants, m. 3 descends (J-E) over the dominant harmony. J-E uses stepwise motion as
a contrast with the arpeggiation of J-D. The return of J-D, prepared by J-C at the end of
m. 3, occurs in m. 4. Example 1.28 shows how P optimizes the voice leading between the
tonic and dominant harmonies.

EXAMPLE 1.28. Voice Leading Reduction of Jeter’s P

Czerny uses a different set of transformative techniques in his imitation of S. As seen
in Example 1.29, Czerny follows in the shadow of his model closely throughout the first
half of this theme (mm. 14–17).

EXAMPLE 1.29. Comparison of Mozart and Czerny Secondary Theme

By retaining the model’s rhythm in mm. 14 and 16 with only slight rhythmic alterations
in mm. 15 and 17, Czerny forms his S through the processes of inversion and diatonic
transposition of his model’s segments. A loose inversion of m. 14 sets up the
transposition of m. 15 a diatonic 3rd down. The inversion of m. 14 creates a new contour,
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producing a melody that successfully detaches itself from its model. The melodic gesture
resulting from the transposition of m. 15, however, resonates so closely with the original
melody that Czerny also elects to vary the rhythm. While Mozart provides a small
variation to the melody during the repeat in m. 17, Czerny prefers to add more elaborate
ornamentation and alterations to the recapitulation’s thematic restatements.
Unlike Czerny, the remainder of Mozart’s S (mm. 18–21) is directly related to the
first part of his theme. Example 1.30 shows a Schenkerian reduction of Mozart’s S,
which highlights the melodic parallelisms (3rds indicated with an “x”) throughout the
theme.
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EXAMPLE 1.30. Schenkerian Reduction of Mozart Secondary Theme

44
44

For my imitation of S in Example 1.31, I maintained Mozart’s rhythm until the
“Scotch snaps” of m. 20.

EXAMPLE 1.31. Comparison of Mozart and Jeter Secondary Theme

Like my imitation of P, I kept Mozart’s basic contour while swapping out the
arpeggiation and stepwise movements. In other words, when Mozart moves up through
the tonic chord by stepwise motion in m. 14, my melody arpeggiates up the tonic chord.
As Mozart decorates a downwards chordal skip in m. 15, I decorate a descending
stepwise pattern. Although I employ a more considerable amount of embellishments in
m. 17 than either Mozart or Czerny, its link back to m. 15 remains intact. The greatest
weakness of Czerny’s S involves the lack of continuity between mm. 14–17 and mm. 18–
21. Since my examination of Mozart’s S indicates a simplification of mm. 14–15 placed
into mm. 18–19, I similarly remove all the chromatic non-harmonic tones from mm. 14–
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15, and insert this reduction into mm. 18–19. Although lacking the purity and
effortlessness of Mozart’s gestures, my S is more consistent than Czerny’s because of its
careful adherence to Mozart’s thematic construction.
For the reasons discussed above, Mozart makes noteworthy changes to the second
half of S during the recapitulation. Although Czerny does not adhere strictly to his
model’s melody in the exposition during this part of S, as seen in Example 1.32, in mm.
73–76 he provides a compelling example of using rhythmic augmentation, along with
ornamentation, to create a new melodic idea.

EXAMPLE 1.32. Mozart and Czerny, Recapitulation Secondary Theme: Rhythmic
Augmentation + Ornamentation

Czerny doubles the rhythmic length of the rising P4 (m. 73) and m3 (m. 74) by
augmenting the quarter notes into half notes. A melodic turn provides an energetic
windup that decorates and encourages the first tuneful leap. A plethora of non-harmonic
tones, including a chromatic appoggiatura (A≥), a chromatic lower-neighbor tone (A≥),
and a passing tone (C≥) disguise the m3 in m. 74.
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Thematic Unity
One way composers create a sense of cohesiveness in a musical work is thematic
unity. In this Sonata movement, Mozart shapes P and S using the same essential musical
ingredients. By comparing the four measures of P with the first four measures of S (see
Example 1.33), the resemblances between the two themes become strikingly apparent.

EXAMPLE 1.33. Comparison of Mozart’s P and S: with metric scansion analysis

The harmonic structure of both themes, alternating tonic and dominant chords, is
identical. The melodic contour of the first measure of P and S climbs up the tonic scale
while the second measure skips down the dominant-seventh chord. Immediate repetition
of the latter, two-beat motive completes the second measure of both themes. These first
two measures repeat in the following two measures of both themes. Mozart’s S is, in part,
an imitation of P.
Despite having such vividly similar features, these themes sound remarkably different
from one another. The most significant differences between them involve their contour,
rhythm, and hypermeter. Whereas P provides both a complete ascending scale and
dominant-seventh chord, S incorporates a much narrower melodic range. The animated
patter of eighth-notes that makes up P allows the harmonic tension of the dominant to
lead into the tonic chords, establishing the hypermetric downbeats in mm. 2 and 4. The
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rhythmic variety in S propels m. 69 up the scale towards the suspension in the following
measure, placing the metric weight on mm. 70 and 72.
Since Czerny faithfully adheres to the harmonic structure of his model throughout this
sonata, the harmonic structure of both P and the first four measures of S are the same.
Czerny neglects to unify his two themes with distinct melodic similarities like his model.
The only significant resemblance between these themes occurs in the last part of the first
measure, where the last five pitches are the same. This unsubstantial relationship fails to
unify these two themes because the more prominent and recognizable motive is the
ascending arpeggiation in the first measure of P. The second measure of these themes
(stepwise up in P compared to arpeggiation down in S) also possess no discernable
melodic similarities.
Example 1.34 shows that the syncopated sforzandi metric stresses in mm. 2 and 4
shift the metric weight of P from beat one (Mozart) to beat three.

EXAMPLE 1.34. Comparison of Czerny’s P and S

The three pick-up notes Czerny uses to introduce S directs the hypermetric downbeat
onto mm. 69 and 71. Because of the harmonic and melodic similarities of his themes,
Mozart achieved contrast by first placing the metric weight on the tonic (P) and then on

48

the dominant (S). Czerny retains harmonic consistency between his themes but loses the
melodic parallelisms. Without consistent melodic similarities, the irregularity of the
metric weight within his two themes further divides the unity of the composition.
Example 1.35 shows that my P and S, like Mozart, both begin by moving upwards.

EXAMPLE 1.35. Comparison of Jeter’s P and S

The following measure moves downwards to complement the initial rising motion.
Unlike Mozart’s rising scales and falling arpeggios, my rising motions are arpeggiations
of the tonic chord, and the falling gestures move in a stepwise manner over the dominant.
The preservation and conservation of the fundamental building blocks throughout the
piece create a greater sense of thematic unity.
The most significant variation with the model involves the formal placement of the
motives between my themes. Both the first measure of P and the second measure of S
divide into two rhythmically identical cells, which position themselves within the
measure that characterizes the hypermetric downbeat. Like Mozart, I chose not to place
the metric weight of P and S in the same location within each theme’s phrase. P
metrically leans on mm. 2 and 4, and S flows towards mm. 70 and 72.
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Conclusion
Learning composition through the imitation of others’ work supports a Classical
vision of the artistic world. This perspective does not require one to compose in the style
and manner of Haydn and Mozart but to accept that some composers have achieved
greatness worth studying and emulating, whereas others have not. Czerny, a composer
steeped in the Classical tradition, advised students to learn through the modeling of
master composers. Although he neglected to provide a prose description of this process,
he did supply a categorical example for students to study and follow. A thorough
investigation of Czerny’s example using terms associated with thematic transformation
provides a clearer understanding of how Czerny created his thematic material by studying
and imitating his model. Other considerations that Czerny failed to regard, such as
thematic unity and motivic development, add to and strengthen Czerny’s basic
methodology, creating more productive and cohesive thematic ideas. Starting with
chapter 2, the focus of this study changes towards identifying how to best apply the
Classical pedagogical principles of compositional modeling to later musical styles.
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“Be imitators of me, as I am of Christ.”
―Paul, 1 Corinthians 11:1 (ESV)

CHAPTER 2: CHOOSING THE PERFECT MODELS
The first step in compositional modeling is selecting a model to imitate. As described
in chapter one, Czerny designated a movement from a Mozart sonata as his model to
demonstrate the advantages of compositional modeling. The mastery exhibited in
Mozart’s compositions makes them a worthy model of emulation. Modeling wellconstructed works imparts greater familiarity with the creative and technical practices of
master composers, which, in turn, helps elevate the student’s standard of craftsmanship.
The selection of an appropriate model should first concentrate on practical
considerations, such as the positive attributes of the work and the potential for
discovering useful compositional techniques, but can be further enhanced by alluding to
the model work itself. The cross-domain relationships found within the cinema will
reveal compositional modeling’s ability to allude to both its model and other artistic
works.
Before making an artistic choice, however, careful consideration should be taken to
select a model work appropriate for the student’s skill level. Many students, eager to
demonstrate their creativity and zeal to the world, set unrealistic goals during the early
stages of their development as a composer. Students who are members of large musical
groups, such as an orchestra or band, often wish to start writing for this size of ensemble
immediately. Without properly pacing their compositional development, however,
students will be ill-equipped to handle the many creative difficulties that will inevitably

arise. This type of failure can cause irreparable damage to the student’s confidence,
exchanging their passion and energy for hopelessness and doubt.
Traditional instruction for students of the graphic arts focuses on mastering the art of
drawing before harnessing the beautiful diversity found in the color spectrum. According
to Harold Speed, an elected member of the Royal Society of Portrait Painters,
Drawing, although the first, is also the last, thing the painter usually studies.
There is more in it that can be taught and that repays constant application
and effort . . . A well-trained eye for the appreciation of form is what every
student should set himself to acquire with all the might of which he is
capable.1
The ability to competently wield a pencil is therefore not only useful as a technique for
producing beautiful drawings but as an efficient means of learning to see the world
through an artistic lens and having an immediate medium available to test that vision.
Likewise, before attempting to employ all the colors of a one-hundred-piece orchestra,
the composer similarly should first learn to compose in a more monochromatic
environment, a task most efficiently handled through writing for the piano. Like an artist
drawing sketches, the piano serves both as a direct means of realizing a composer’s
musical vision and as a testing ground for musical ideas. As Samuel Adler points out,
“Ravel wrote all but three of his brilliant orchestral works for the piano first; Stravinsky
wrote his early ballets initially for piano.”2 Since most masters of orchestration work
from at least a piano sketch, it is natural for the student to also begin at the piano.

1 Harold Speed, The Practice & Science of Drawing, 4th ed. (London: Seeley, Service & Co.,
1913), 31.
2 Samuel Adler, The Study of Orchestration, 3rd ed. (New York: W. W. Norton & Company,
2002), 668.
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Writing only for small ensembles or solo piano enables the inexperienced
composition student to work towards completing numerous shorter pieces rather than
continuously chipping away at perfecting a single, more substantial work. In Art & Fear,
David Bayles and Ted Orland present a story that offers a fascinating perspective on the
debate of quantity versus quality in the artistic pedagogical world:
The ceramics teacher announced on opening day that he was dividing the class
into two groups. All those on the left side of the studio, he said, would be graded
solely on the quantity of work they produced, all those on the right solely on its
quality.
His procedure was simple: on the final day of class he would bring in his
bathroom scales and weigh the work of the “quantity” group: fifty pounds of
pots rated an “A”, forty pounds a “B”, and so on. Those being graded on
“quality”, however, needed to produce only one pot – albeit a perfect one – to
get an “A”.
Well, came grading time and a curious fact emerged: the works of highest
quality were all produced by the group being graded for quantity. It seems that
while the “quantity” group was busily churning out piles of work – and learning
from their mistakes – the “quality” group had sat theorizing about perfection,
and in the end had little more to show for their efforts than grandiose theories
and a pile of dead clay.3
The key to the success of this “quantity” group depended on their “learning from their
mistakes.” For students to gain insights from their mistakes, they should consistently aim
and compare their work to an ideal standard or model.
While imitation is a powerful tool for reinforcing good practices, it can just as quickly
inculcate bad habits. Using a flawed model becomes a hazard in learning directly through
imitation since a poor technique is easily transferable to students who are unable to

3 David Bayles and Ted Orland, Art & Fear: Observations on the Perils (and Rewards) of
Artmaking (Santa Cruz, CA: Image Continuum Press, 1993), 28.
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identify inferior quality. The Classical world held imitation as the primary method for the
student to attain essential cultural values and to develop good taste. Regarding the art of
rhetoric, Quintilian says: “For a long time also we should read none save the best authors
and such as are least likely to betray our trust in them.”4 Students should, therefore, limit
themselves to the study of great masters of their craft until they attain the ability to
accurately discern which practices are worthy of imitation and which are detrimental to
obtaining a proper technique. Chapter one of this study examined how Czerny
tenaciously presents his arrangement of a Mozart sonata as the subject of imitation. The
many inaccuracies found in this arrangement disrupt the flow of knowledge from master
to apprentice. Since he is imitating a flawed interpretation of Mozart’s sonata, Czerny has
inadvertently placed his trust in himself rather than in Mozart. Respect for the model
composer’s masterful craft insists on sensitivity to the selection and preparation of the
model.
These two approaches for choosing a model to imitate are both sensible and practical:
(1) students should imitate those who are great masters of their craft and (2) they should
begin by imitating short, simple pieces and move on to longer and more challenging
works as their skill and confidence develop. A third, albeit easily overlooked method,
concerns the significant programmatic incentives available while selecting a potential
model. Since the music of the Classical Period is not attempting to evoke or reference an
extra-musical narrative, the composer is free to concentrate on the formal relationships
and technical construction of its musical components. This formalist approach to analysis

4 Quintilian, The Institutio Oratoria, trans. H. E. Butler (Cambridge, MA: Loeb, 1979), X.i.20-2.
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makes the imitative process of these works more tangible and less ambiguous. Since
compositional modeling requires a deep understanding as well as a profound appreciation
of what motivated the model composer’s musical decisions, imitating the programmatic
music of later historical periods presents the additional challenge of interpreting and
recreating the extra-musical intentions of the model work.
Film music offers a unique capacity for making indirect programmatic associations
with a variety of artistic disciplines. Using a model for imitation that artistically
references other works of art will be made manifest through an investigation of how
influence, adaptation, imitation, and intertextuality intermingle within the fertile field of
film music.
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Film Music
In his book Film Music: A Neglected Art, Roy Prendergast cites three theories
identifying why music became an appropriate complement for moving pictures:5
(1) Music served as an antidote to the ghostly effect of the soulless images of people
who inaudibly moved and spoke (Hanns Eisler).
(2) Music offered a pleasing substitute to the mechanical noise of the primitive
projectors of the time (Kurt London).
(3) Without the presence of music (especially rhythm), it is challenging to understand
visual movement as an artistic form (London).
In return for the utilitarian and creative impacts music offers film, the cinema also
influences our appreciation of musical meaning away from the film.
The enormous demand for music to accompany the increasing production of silent
films led to the common practice of filmmakers plundering music in the public domain.
Max Winkler, a clerk in the Carl Fischer music store and one of the first to catalog
preexisting music for silent films, recalls,
In desperation we turned to crime, . . . We began to dismember the great
masters. We began to murder the works of Beethoven, Mozart, Grieg, J. S.
Bach, Verdi, Bizet, Tchaikovsky and Wagner – everything that wasn’t
protected by copyright from our pilfering . . . Extracts from great
symphonies and operas were hacked down to emerge again as ‘Sinister
Misterioso’ by Beethoven, or ‘Weird Moderato’ by Tchaikovsky. Wagner’s
and Mendelssohn’s wedding marches were used for marriages, fights
between husbands and wives, and divorce scenes: we just had them played
out of tune, a treatment known in the profession as ‘souring up the aisle.’ If
they were to be used for happy endings we jazzed them up mercilessly.6

5

Roy Prendergast, Film Music: A Neglected Art (New York: W. W. Norton & Company, Inc.,
1992), 4.
6 Prendergast, Film Music, 10.
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Schubert’s setting of Goethe’s poem Erlkönig is another of the often “dismembered”
classical works used in early cinema. Erlkönig tells of a man riding on horseback
frantically through inclement weather late at night with his ill son. The delirious young
child warns his father that the Erlkönig is attempting to ensnare him. Although he trusts
that safety is near and that his son is secure by his side, the father arrives at their
destination to find his son already dead. Schubert illustrates the urgency and impending
danger of the poem through the piano accompaniment, whose rapidly repeating triplets
mimick the constant galloping of the horse. Example 2.1 presents the piano introduction
of Schubert’s Erlkönig.

EXAMPLE 2.1. Schubert, Erlkönig, Op. 1, mm. 8–14: piano introduction

For the Oscar-winning, 1932 Disney cartoon The Trees and the Flowers, a musical
adaptation of Schubert’s Erlkönig exemplifies the danger of a forest fire, as a jealous,
crotchety old tree attempts to ruin the wedding of two younger trees. Likewise, the 1938
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Warner Bros. cartoon Love and Curses similarly couples the anxiousness of Schubert’s
Erlkönig with an archetypical mustachioed villain. The consistent, repeated use of
particular classical works for specific types of cinematic scenes, such as Schubert’s
Erlkönig for dangerous or villainous activities, led to the cataloging of musical works
deemed “appropriate” for specific types of scenes. G. Schirmer’s 1924 motion picture
manual Erno Rapée’s Motion Picture Moods for Pianists and Organists, which contains
nearly three hundred pieces of music organized into fifty-two moods and situations,
includes an adaptation of the Schubert lied by Otto Langey’s (Example 2.2).

EXAMPLE 2.2. Langey, Agitato No. 3, mm. 1–8
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Eventually, Erlkönig’s iconic anxiety became infamously linked with the classic
Warner Bros. cartoon character Yosemite Sam introduced in 1945. In this lighthearted
setting, Schubert’s original intense dramatic associations become diluted by creating a
comical correlation with a short, hot-tempered, gun-slinging counterpart to Bugs Bunny.
After becoming the musical calling card for Yosemite Sam, filmmakers typically avoided
using music too closely modeled after Erlkönig for serious, non-ironic scenes. The last
dramatic film to use Erlkönig was the 1947 film The Fabulous Dorseys, where it serves
as a clichéd accompaniment for a horseback-riding, gun-fighting, western scene in a
silent film played diegetically on screen.
The appropriation of classical works in popular cinema initially served as a short-cut
for creating an easily recognized atmosphere or mood. By employing music with an
identifiable ambiance or association, filmmakers can communicate meaning in an instant
without consuming precious screen time with excess dialogue or visuals. The powerful
bond that results allows a reciprocal influence between moving music and moving
pictures.
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Influence in Film Music
In 2005, the American Film Institute (AFI) released a list of “the 25 greatest
American film scores of all time” as part of AFI's 100 Years of Film Scores. A group of
film music historians, scholars, and conductors compiled an initial ballot of 250 film
scores ranging from 1931 (Charles Chaplin’s score for City Lights) to 2004 (James
Newton Howard’s score for The Village). The top twenty-five were selected by "a jury of
over 500 leaders from the creative community, including composers, musicians, film
artists (directors, screenwriters, actors, editors and cinematographers), critics and
historians."7
The following guidelines defined for the voters what constitutes an American film
score as well as what considerations make a film score “great:”
•
•
•
•

Film Score: An original music composition written to serve as the dramatic
underscore to an American film released in the sound era.
Creative impact: Film Scores that enrich the moviegoing experience by
bringing the emotional elements of a film's story to life.
Historical Significance: Film Scores that create a new sound and, therefore,
present the film in a distinct fashion while advancing the art forms.
Legacy: Film Scores that are also enjoyed apart from the movie and evoking
the memory of its film source, thus ensuring and enlivening both the music
and the movie's historical legacy.8

“The 25 greatest American film scores” sounds definitive, especially coming from the
authorization of the American Film Institute. Although unrealistic to view this list as an
absolute marker of “greatness,” it can serve as a gauge indicating the influence of

7 “AFI Scores with Top-250 List”
http://www.filmmusicsociety.org/news_events/features/2005/051605.html (accessed
11/27/2018)
8 “AFI Scores.”
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American film music on culture throughout the greater twentieth century. At the top of
this list is John Williams’s legendary score for Star Wars (1977), a score heavily
influenced by the concert music of the nineteenth and twentieth centuries. This stylistic
choice, made by writer/director George Lucas, was shaped by Stanley Kubrick’s 2001: A
Space Odyssey (1968), a film whose score did not meet the requirements to make AFI’s
list. None of the music present in 2001: A Space Odyssey was written originally for the
film. The entire score is assembled from recordings of classical works by composers
ranging from Strauss (both Richard and Johann II) to Ligeti.
2001 is, for many Kubrick admirers, a pinnacle in the evolution of film making.
Kubrick's films often push the known boundaries of the art form into uncharted
territories, creating a discomforting and thought-provoking display. The film has
influenced countless artists and filmmakers, altering their perception of what films
can artistically achieve. The film’s complexity encourages the viewer to be an
active participant in its multiplicity of possible narratives. A film where many of its
scenes contain no dialogue, 2001's music is given precedence as an essential part of
the unfolding narrative. According to Kubrick,
There are certain areas of feeling and reality – or unreality or innermost
yearning, whatever you want to call it – which are notably inaccessible to
words. Music can get into these areas [...] But words are a terrible
straitjacket. It's interesting how many prisoners of that straitjacket resent its
being loosened or taken off.9
The unambiguous nature of dialogue restricts our access to the unfamiliar. 2001’s lack of
dialogue simultaneously liberates and disorients the viewer, exchanging what is familiar

9 William Kloman, “In 2001, Will Love Be a Seven-Letter Word?,” The New York Times (April
14, 1968): D15.
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for the unknown. As a result of this obstacle, Kubrick places profound emotional and
narrative weight on its musical score. As a point of contrast, it is advantageous to
compare the creativity and influence of the musical choices in 2001 to an American
science-fiction film also released in 1968. Coming in at number eighteen on AFI’s list of
the 25 greatest American film scores of all time is Jerry Goldsmith’s score for the 1968
film The Planet of the Apes.
In this classic science-fiction film, four American astronauts, three men and one
woman, are sent on the first interstellar expedition. The mission’s misanthropic
commander, George Taylor, played by Charlton Heston, “can't help thinking that
somewhere in the universe there has to be something better than man.”10 After crashlanding on a desolate and inhospitable planet, the survivors soon realize that they have
entered an “upside-down civilization” where the entire human race subsists as dumb
animals, oppressed by the intellectually superior apes who dominate this world’s society.
The film is a distressing critique of the politics, organized religions, and racial and gender
relations of western human society. It serves as a devastating warning of humanity’s
destructive nature and inevitable self-annihilation. The apes’ holy scripture states:
Beware the beast man, for he is the devil’s pawn. Alone among God’s
primates, he kills for sport, or lust or greed. Yea, he will murder his brother
to possess his brother’s land. Let him not breed in great numbers, for he will
make a desert of his home and yours. Shun him. Drive him back into his
jungle lair: For he is the harbinger of death.
(twenty-ninth Scroll, sixth verse)11

10 George Taylor, The Planet of the Apes, dir. Franklin J. Schaffner, Blu-ray, Los Angeles:
Twentieth Century - Fox Film Corporation, 1968.
11 Dale Winogura, “Dialogues on Apes, Apes, and more Apes,” Cinefantastique (Summer,
1972): Back Cover.
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Rod Serling, the creator of the television series The Twilight Zone, wrote the original
script based on the book by Pierre Boulle. Because of budgetary restrictions, the futuristic
themes and technological advancements from the novel and Serling’s script were
removed, making the apes’ society more primitive. Goldsmith’s Academy Awardwinning musical score clearly illustrates the primal aspects of this world.12 In an
interview with Dale Winogura, Goldsmith describes his musical suggestions to the film’s
director Franklin Schaffner: “I said it should not be an electronic score, not gimmicky,
and wanted to do it with a normal orchestra. I did not want to do the obvious on this.”13
Goldsmith describes using an electronic score as “the obvious” choice because, for
decades, Hollywood grew accustomed to depicting alien or strange encounters through
the use of electronic instruments.14 By avoiding clichés and using a “normal” orchestra,
Goldsmith forced himself to discover a fresh way of musically illustrating this strange
world. Although he does add unusual instruments into the percussion section of the
orchestra, such as mixing bowls and the cuíca,15 the enduring impact of Goldsmith’s
music for The Planet of the Apes is that it remains the most commercially successful film
with a twelve-tone serial musical score.16

12 John Fitzgerald and Philip Hayward, “The Sound of an Upside-Down World: Jerry
Goldsmith’s Landmark Score for Planet of the Apes (1968),” Music and the Moving Image 6,
no. 2 (Summer 2013): 37.
13 Winogura, “Dialogues on Apes,” 37.
14 The most influential and recognizable example being composer Bernard Herrmann’s use of
Theremins, electronic strings, and electronic organs for the 1951 film The Day the Earth
Stood Still.
15 The cuíca is a Brazilian friction drum that is used in the cue “The Hunt” to create the
vocalizations of the apes as they chase and capture humans for sport, study, and slavery.
16 Roy M. Prendergast credits Leonard Rosenman with composing the first feature film using
Schoenberg’s twelve-tone serial composition technique (The Cobweb in 1955). See:
Prendergast, Film Music, 119.
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The exoticism of the dodecaphonic compositional system creates an aural world that
feels distant and altogether foreign to the average movie-goer, despite its “normal”
instrumentation. This disconnect serves the film’s rather bleak outlook on the future of
humanity. Taylor seems somewhat anxious to leave Earth behind, along with the rest of
humanity. The prospect of being abandoned on an alien planet with no hope of returning
to Earth fills him with delight. At the dramatic conclusion of the film, Taylor comes to
the grim realization that this “upside-down civilization,” brought about by man’s greed
and mindless pursuit for power, is his home planet of Earth.
Goldsmith’s serial score for The Planet of the Apes remains influential in Hollywood.
Composer Irwin Bazelon praises Goldsmith’s ability to succinctly and powerfully convey
both musical and extra-musical ideas within the film:
Film music’s greatest asset is its economy of means. Just a few bars lasting
only a few seconds but aptly fitted to precise cinematic footage—for
example, the opening of Planet of the Apes—may express as much as the
entire slow movement of a concert piece.17
With the simplest economy of means and a brilliant stroke of imagination
in his choice of timbre, [Goldsmith] manages to put the spectator in another
time and a different place within the short space of only a few bars of music.
The effect is immediate and stunning.18
Like The Planet of the Apes, 2001: A Space Odyssey addresses the future of
humanity, but by focusing on the dangers of tribalism, man’s relationship with
technology, and a possible means of unlocking man’s ultimate potential. Kubrick’s
controversial choice to adapt large segments of pre-existing musical works for the score
is remarkably different from the “economy of means” found in The Planet of the Apes.

17 Irwin Bazelon, Knowing the Score: Notes on Film Music (New York: Arco Publishing, Inc.,
1975), 154.
18 Bazelon, Knowing the Score, 102-3.
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While the isolating and disorienting qualities of Goldsmith’s score draws the audience
into the film’s dour view of the world, 2001’s reliance on pre-existing musical references
and symbolism encourages the viewer to seek outside the film for answers to its profound
questions by exploring and connecting their personal experiences with the greater artistic
world.

Adaptation and Imitation in Film Music
Directors and producers often use pre-existing musical works as a temporary musical
soundtrack for their films. The implementation of “temp tracks” allows filmmakers to
choose a musical language that matches the mood and style of the film before hiring a
composer. After editing the film to this “temp” score, these pre-existing works serve as
both stylistic and structural models that the composer imitates. Sometimes, as Gergely
Hubai documents in his book Torn Music, these “temp” scores become a considerable
headache for film composers:
There are countless horror stories about composers being told to ape temp
tracks. Occasionally, when such demands are not met, a production will
simply license some of its temp-track music and use that in lieu of original
cues . . . Recently, this practice seems to have become more frequent.19
“Temp” tracks become hazardous for a film’s composer when filmmakers become so
acclimated to hearing the “temp” music in conjunction with the film that the director
quickly dismisses anything new as being inferior to the original.

19 Gergely Hubai, Torn Music: Rejected Film Scores, A Select History (Beverly Hills: SilmanJames Press, 2012), 395.
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Few directors have stirred more debate over the use of pre-existing classical music in
films than Stanley Kubrick. Understanding Kubrick’s imaginative use of music involves
an understanding of his approach to film making. According to Kubrick:
Nothing is cut without me. I’m in there every second, and for all practical
purposes I cut my own film; I mark every segment, select each frame, and
have everything done exactly the way I want it. Writing, shooting, and
editing are what you have to do to make a film.20
Kubrick's controlling and enigmatic personality corresponds with his controversial,
meticulous, and obsessive cinematic directorial style.
Some of Kubrick's traits were evident while working as the director on Spartacus
(1960), his third feature-length film. Kirk Douglas fired the original director, Anthony
Mann, after only one week of filming. Kirk Douglas carried a double role in the film,
playing the title character Spartacus and serving as the film's executive producer.
Working with an actor/executive producer who could fire and hire a director in a week
did not provide Kubrick with the artistic freedom he desired. “Spartacus is the only film
over which I did not have absolute control . . . if it is not explicitly stipulated in the
contract that your decisions will be respected, there’s a very good chance that they won’t
be.”21 After working on Spartacus, Kubrick determined to have complete control over his
future films. 2001 actor Keir Dullea recognized that “If Stanley had been an octopus,
with that many arms, he would have held his own camera, done his own makeup, he

20 Joseph Gelmis, The Film Director as Superstar (New York: Doubleday & Company, 1970),
312.
21 The Stanley Kubrick Archives, ed. Alison Castle (Los Angeles: Taschen, 2012), 316.
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would have built his own sets.”22 Kubrick’s impulse to control every aspect of his films
extended to the musical score.
Many directors dread turning over their film to a composer. As composer Harry
Lojewski says, “Directors are very insecure . . . music is the last element that's added to
the film, and it could be disastrous.”23 According to Kubrick:
However good our best film composers may be, they are not a Beethoven,
a Mozart or a Brahms. Why use music which is less good when there is such
a multitude of great orchestral music available from the past and from our
own time? When you are editing a film, it's very helpful to be able to try
out different pieces of music to see how they work with the scene . . . Well,
with a little more care and thought, these temporary tracks can become the
final score.24
Rather than turning the film over to another individual to score it, Kubrick prefers to
sample thousands of recordings for each musical cue. Starting with 2001, Kubrick used
little original music in his films. Barry Lyndon (1975), which won an Academy Award
for Best Adaptation Score, takes place in the eighteenth century and is infused with
works by Schubert, Vivaldi, Bach, Paisiello, Mozart, and Handel.
After using bits of Carmina Burana as a “temp” score, Kubrick initially sought to
hire Carl Orff to compose new music for 2001. Orff, who was around seventy years old at
the time, turned down the job.25 After hearing Ligeti's Requiem on the BBC, Kubrick’s

22 Keir Dullea, “What They Say about Stanley Kubrick,” The New York Times,
https://www.nytimes.com/ 1999/07/04/magazine/what-they-say-about-stanley-kubrick.html
(accessed January 4, 2019)
23 Fred Karlin and Rayburn Wright, On the Track: A Guide to Contemporary Film Scoring (New
York: Routledge, 2004), 5.
24 Stanley Kubrick, “Kubrick on Barry Lyndon: An interview with Michel Ciment,”
http://www.visual-memory.co.uk/amk/doc/interview.bl.html.
25 Hubai, Torn Music, 78-81.
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wife Christiane recommended it for the film.26 Of the four Ligeti pieces Kubrick used in
2001 —Requiem, Atmospheres, Lux Aeterna, and Aventures— Kubrick only requested
and received permission to use one of them. As a result, Ligeti sued, and Kubrick settled
out of court over the use of the other pieces, including the electronically altered use of
Aventures (not listed in the credits). MGM, in their legal transactions with Ligeti's
lawyer, arrogantly claimed that Ligeti should be happy, “he's now famous in America.”27
Offended at having his music placed in such proximity to the works of Johann Strauss
and Richard Strauss, Ligeti's career nevertheless enjoyed a boost in popularity and
enjoyed an increase in performance opportunities from his connection to 2001.28
While editing the film, Kubrick selected pre-existing music that would add a layer of
intrigue and serve as an interpretive guide to his intricate and beautiful film. Later,
Kubrick hired distinguished film composer Alex North (A Streetcar Named Desire,
Cleopatra, and Kubrick's Spartacus) to write an original score modeled after the “temp”
score. North's score, Kubrick complained, “could not have been more alien” to the
“temp” score.29 With deadlines approaching, Kubrick decided to cut North’s score
entirely (incidentally, without telling the composer), choosing to make the temporary
score a permanent one.

26 Gene D. Phillips, “Music in 2001: A Space Odyssey,” in The Stanley Kubrick Archives, ed.
Alison Castle. (New York: Taschen, 2005), 391.
27 Julie Syler, “One by Four by Nine: The Leitmotif of Ligeti in Kubrick’s 2001: A Space
Odyssey,” http://www.pages.drexel.edu/~jes354/eport/OnebyFour.pdf, 13.
28 James M. Keller, San Francisco Symphony Program Notes – Ligeti: Lontano for Large
Orchestra,
http://web.archive.org/web/20090211234048/http://sfsymphony.org/music/ProgramNotes.asp
x?Id=33250.
29 Phillips, “Music in 2001,” 391.
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Along with its creative musical adaptation of pre-existing works, the impact of 2001’s
music owes much to its emphasis within the film. 2001 contains several sustained periods
without music, after which the commencement of the musical score draws the audience’s
attention to its existence and importance.
The first sequence of the film, for example, contains no dialogue and minimal music.
The lack of movement in the scene, established with still photographs, presents a desolate
planet. Within this harsh world, a few skeletal remains, including those of a hominoid
creature, are shown. The first signs of life are those already dead. Several apes and tapirs
appear, struggling to survive on the minimal resources of this pre-historic world. These
herbivore scavengers are rendered defenseless against leopards and other more powerful
predators.
A tribe of apes gathers around a small, precious watering hole. A rival ape tribe gains
access to the water by intimidating the first tribe through a display of dominance.
Without making physical contact, the first tribe retreats in defeat. The conquered apes
cower through the night against an outgrowth of rocks for protection, alarmed and
frightened by the growls of nearby predators. At dawn, the apes awaken to discover a
new intruder in their midst. As in their waterhole skirmish, they try to intimidate this
foreign encroacher by howling and jumping (all while maintaining a safe distance). One
by one, the apes gain enough courage to approach the alien object, touching it with
wonder and amazement. This object, retrospectively known as the monolith, is a tall,
black rectangular box that does not appear to be of this world.30

30 Ligeti’s “Kyrie” from Requiem plays during this interaction with the monolith.
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After interacting with the monolith, the group’s alpha-male (named in the credits as
Moon-Watcher) begins rummaging through some skeletal remains. With a slight cock of
his head, a spark of creativity strikes inside him. He lifts a femur bone out from the pile
and lightly taps it against the remaining bones. Realizing the potential of his newly
discovered weapon, he crushes the skull of the very animal that supplied this club.31
Now, Moon-Watcher readily strikes down tapirs and other animals, thereby gaining
access to a new food source – meat. The entire tribe, now equipped with this lethal
technology, partake in consuming the flesh of other animals.
With newly gained strength and energy from their carnivorous diet, they return to the
watering hole to regain their territory armed with bone clubs. The apes currently in
control of the watering hole react to this rematch in their habitual way, leaping and
shouting to convey their power and authority. The innovative apes, however, taunt their
enemies, urging them to draw closer. When Moon-Watcher finally confronts the
opposing alpha-male, he strikes him with his club. After landing this first blow, the rest
of the tribe takes turns bludgeoning him to the bewilderment and horror of the now
vanquished tribe.
Moon-Watcher celebrates their conquest by throwing his weapon into the air. As it
begins its descent, the bone is replaced on the screen by a space satellite, a temporal
match cut four-million years into the future. An early version of the script identifies this

31 Richard Strauss’s introduction to Also Sprach Zarathustra, aka “Sunrise,” accompanies this
discovery by Moon-Watcher and will be discussed in detail later in this chapter.
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space vehicle as a nuclear weapon.32 The most primitive weapon of “mankind” is linked
to the most advanced and the most destructive.

Allusion in Film Music
The music that accompanies 2001’s iconic promenade through space is Johann
Strauss’s Blue Danube, the popular 1866 Viennese waltz. Film music journalist John
Burlingame describes the musical development of this controversial scene:
Kubrick risked wrecking the initial space scenes with his original temp
track, the scherzo from Felix Mendelssohn’s Midsummer Night’s Dream,
which seems too fast and an all-too-familiar musical cliché. (He replaced
the Mendelssohn with what is perhaps the most famous waltz in musical
history. As Jerry Goldsmith later told writer Tony Thomas: ‘The use of the
Blue Danube was amusing for a moment but quickly became distracting
because it is so familiar and unrelated to the visual.’)33
In retrospect, it is difficult to imagine this scene accompanied by anything other than the
Blue Danube, but especially by Mendelssohn’s scherzo. Mendelssohn wrote this piece as
an intermezzo between the first two acts of Shakespeare’s A Midsummer Night’s Dream.
It serves as a transition from the mortal world of Lysander, Demetrius, Hermia, and
Helena of Act I into the fairy world of Oberon, Titania, and Robin Goodfellow (Puck) in
Act II. This scherzo, while light in character and orchestration, is dark and mysterious in
mood. This dance illustrates the capricious atmosphere of the fairies in general, but of
Puck in particular, a mischievous little imp who performs pranks on other characters.

32 Alexander Walker, Sybil Taylor and Ulrich Ruchti, Stanley Kubrick, Director: A Visual
Analysis (New York, NY: W.W. Norton Co., 1999), 181–2.
33 Jon Burlingame, liner notes to Music for 2001: A Space Odyssey: The Original Score by Alex
North, Alex North, Intrada Special Collection Volume 38, CD.
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It is worth considering why Kubrick believed this scherzo was appropriate for this
scene. Since a waltz replaced the scherzo in the final edit of the film, perhaps Kubrick
desired the choreographic characteristics of the dance. The “scherzo,” a word
traditionally translated from Italian into English as a “joke,” or “jest,” replaced the
minuet as the third movement of most four-movement classical symphonies and sonatas.
A scherzo, being quicker and more rhythmically vigorous than the stately minuet, often
“plays” around with the established meter creating metric dissonance and ambiguity. The
playfulness of the scherzo may personify Puck, but what does this have to do with space
satellites or worse, nuclear weapons?
While making his film Dr. Strangelove or: How I Learned to Stop Worrying and
Love the Bomb (1964), Kubrick determined that the only way to cover the topic of
nuclear annihilation adequately is as a black comedy:
My idea of doing it as a nightmare comedy came in the early weeks of
working on the screenplay. I found that in trying to put meat on the bones
and to imagine the scenes fully, one had to keep leaving out of it things
which were either absurd or paradoxical, in order to keep it from being
funny; and these things seemed to be close to the heart of the scenes in
question.34
The only way to put the ludicrousness of a man-made situation that assures the mutual
destruction of all living things on earth into the proper perspective is through a joke, or in
2001’s case, a musical joke. Instead of explicitly stating that these satellites are nuclear
warheads, Kubrick seems to be implying the ridiculous state of humanity during the Cold
War using a musical work whose title means “joke.” Since Puck’s magic often creates

34 Gene D. Philips, International Dictionary of Films and Filmmakers, 4th ed., vol. 1, ed. Tom
Pendergast and Sara Pendergast (Farmington Hills: St. James Press, 2000), 334.
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both intended and unintended consequences, this allusion might serve as a warning about
the inadvertent catastrophes of playing with the magic of modern technology.
If any of these abstract associations were part of Kubrick’s initial intent, there should
also be an equally important significance behind Kubrick’s preference of Strauss’s Blue
Danube for this scene. Is this famous waltz more suitable for this film only because of its
more pronounced levity or because it also more clearly articulates the presence of a
nuclear arsenal on screen? While most people do not associate an inevitable nuclear
holocaust with a Viennese waltz, Britain christened their first operational atomic bomb
the Blue Danube.35 In the final edit of the film, the only approach to identifying this
spacecraft as a nuclear warhead involves the acknowledgment that the title of the musical
work shares its name with a historically significant weapon. As it turns out, an in-depth
consideration of Kubrick’s meticulous selection of the musical score reveals the key that
unlocks many of the enigmatic riddles in 2001. Joseph Conrad, the author of The Heart of
Darkness, summarizes the type of artistic subtlety exhibited by Kubrick in his warning
that, “Explicitness . . . is fatal to the glamour of all artistic work, robbing it of all
suggestiveness, destroying all illusion.”36

35 Jonathan Aylen, “First Waltz: Development and Deployment of Blue Danube, Britain’s PostWar Atomic Bomb,” The International Journal for the History of Engineering & Technology
85, no. 1 (Jan. 2015): 31-59.
36 Joseph Conrad, Heart of Darkness (London: W. W. Norton, 1963), edited by Paul Armstrong
(New York: W. W. Norton, 2006), Introduction xv.
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Intertextual Allusion
2001: A Space Odyssey
For 2001, Kubrick selected a musical soundtrack from recordings of pre-existing
musical works that provide an additional layer of symbolism and metaphoric depth to his
poignant cinematography. The most influential musical composition adapted into the film
is Richard Strauss’s Also Sprach Zarathustra, a tone poem “freely based” on Friedrich
Nietzsche's literary work of the same name. In the film, Strauss’s introductory fanfare,
titled “Sunrise,” is linked with a proposed evolutionary transformation from an ape,
through man, into the “Star-Child.” This narrative parallels Nietzsche’s prophecy in Also
Sprach Zarathustra regarding man’s ultimate evolution into the Übermensch. Michel
Ciment states that:
Richard Strauss's symphonic poem is no more an illustration of Nietzsche's
vision than is Kubrick's film, itself a symphonic poem. Each of them
develops and reworks that vision into a completely independent work of
art.37
Ciment accurately recognizes that each of these three works can be appreciated
independently, but viewing these works collectively creates an invaluable intertextual
dialogue between Nietzsche’s book and Kubrick’s film that is artistically bridged by
Strauss’s music.

37 Michel Ciment, “The Odyssey of Stanley Kubrick: Part 3: Toward the Infinite—2001,” in
Focus on the Science Fiction Film, ed. William Johnson (Englewood Cliffs: Prentice-Hall,
Inc., 1972), 137.
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Intertextuality is the study of the relationship between different texts.38 Kubrick’s
film, while not directly quoting Nietzsche’s novel, indirectly references it through
Strauss’s musical composition. Although obscured through allusion, 2001’s embedded
connection to Nietzsche’s work offers valuable insights into understanding the film’s
meaning. An indirect reference of one work’s relationship to another work is called an
intertextual allusion. An intertextual allusion offers an artistic commentary, a side
entrance into concepts and ideas that, while not critical to the audience’s ability to
understand the work, provides a level of artistic depth, meaning, and context that can
dramatically alter the perception, awareness, and appreciation of that work. Although
these relationships can exist within any field, they are especially useful across different
artistic domains. To thoroughly appreciate this inter-relationship, we want to understand
the setting of all three “texts:” Nietzsche’s prologue to Also Sprach Zarathustra,
Strauss’s “Sunrise,” and Kubrick’s 2001: A Space Odyssey.
Nietzsche’s prologue introduces the prophet Zarathustra, who, after ten years of
seclusion, longs for more than a life of isolation. His ministry is initiated by a declaration
to the sun, “You great star! What would your happiness be if you had not those for whom
you shine?”39 Like the luminous rays of the sun, Zarathustra proclaims that his wisdom
must be disseminated to the lowest parts of the earth, enlightening the world.

38 Many scholars have endeavored to create a musical theory of intertextuality based on Harold
Bloom’s definitive work on poetic influence: The Anxiety of Influence: A Theory of Poetry.
The primary influences in this study include Kevin Korsyn’s, “Towards a new Poetics of
Musical Influence,” Joseph N. Straus’s, “The ‘Anxiety of Influence’ in Twentieth-Century
Music,” and Michael L. Klein’s, Intertextuality in Western Art Music.
39 Friedrich Nietzsche, Thus Spoke Zarathustra (Selections), trans. Stanley Appelbaum (Mineloa:
Dover Publications, 2004), 3.
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Within the context of Strauss’s tone poem, the opening “Sunrise” musically depicts a
metaphoric enlightening, a spiritual or evolutionary awakening. The complete tone poem
involves a tonal struggle between the harmonic centers of C and B. Example 2.3 presents
all twenty-one measures of the introduction, “Sunrise,” firmly centered in the key of C
major.

EXAMPLE 2.3. Strauss, Also Sprach Zarathustra, Op. 30, mm. 1–21: piano reduction

The introduction begins in musical darkness as the deepest bowels of the orchestra
emanate a low static drone void of both color and meter. As with Nietzsche, darkness
depicts ignorance, the default state of man. In m. 5, the first glimmer of light emerges
over the horizon through the soft, rising overtones of the trumpets, causing the shades of
darkness to disperse. The light of the sun illustrates wisdom and the potential of
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humanity. Lingering shadows desperately cling to the fertile ground in mm. 7–8,
rejecting the transformative power of the sun. The light stretching over the horizon (C
major in m. 11) offers hope over the looming darkness. At the beckoning of the third
trumpet call, the sun emerges in all its glory. With its rays increasing in intensity, the sun
reaches higher and higher towards its pinnacle, the proliferation of its light spreading
warmth and brilliance across the world.
The absence of “accidentals” within the diatonic key of C major implies a scale of allnatural pitches (CΩ, DΩ, EΩ, etc.). Moreover, the opening three-note trumpet call (C–G–
C1), a realization of the natural harmonic or overtone series, is known as the “Nature”
motive (see Example 2.4). The E¯ in m. 7 confounds the “natural” state of C major,
casting C minor as the work’s harmonic setting. This unexpected half-step twist from EΩ
to E¯ is a microcosm of the half-step tonal battle between C and B stressed throughout the
overall structure of the piece.

EXAMPLE 2.4. Strauss, Also Sprach Zarathustra, Op. 30: “Nature” motive

The trumpets present the three notes of the “nature” motive three times, first at piano,
then mezzo-forte, and finally at forte. Each time, the orchestra responds to their
monophonic call with a distinctive harmonic answer. The first tutti reply shifts from C
major to C minor in mm. 6–7, and the second reverses this harmonic shift back to C
major in mm. 10–11. It is the third response that finally breaks free from the tonic pedal
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of C, introducing an F major chord. The emergence of F-major is invigorating and
refreshing because, as a predominant chord, it initiates the harmonic motion towards the
cadence, confirming C major over C minor. The A¯ in m. 16.4, the only chromaticism
other than the E¯s in mm. 7 and 10, intensifies the arrival of the cadential six-four chord
in m. 17. The movement from AΩ to A¯ likewise mirrors the half-step opposition between
the pitches E and E¯ (mm. 6–7 and 10–11), as well as the structural tonal shifts between
C and B.
In this musical depiction of a rising sun, most of the melodic gestures climb upwards.
The “nature” motive arpeggiates up through the harmonic series and, starting at the
arrival of the IV chord in m. 15 (Example 2.5), the melody moves stepwise up the
diatonic scale (from A5 to C7).

EXAMPLE 2.5. Strauss, Also Sprach Zarathustra, mm. 15–21: melodic reduction

In 2001, Strauss’s “Sunrise” signals the infiltration of darkness (ignorance) with light
(knowledge). With a duration of one minute and forty seconds, this music appears three
times during the film. It is first presented during the opening credits as the earth and sun,
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in perfect alignment and synchronization, reveal themselves as they rise over the moon’s
horizon. The second instantiation ensues as Moon-Watcher discovers tools and weapons.
The last occurrence, at the end of the film, marks the death of astronaut Dave Bowman
and the subsequent birth of the “Star-Child.” Beyond being extracted from a larger work,
“Sunrise” is presented unaltered in its entirety all three times. It serves as a “fixed idea,”
providing an overall structure to the film and linking thematically what otherwise would
be considered disparate events.
Programmatic music, such as Strauss’s “Sunrise,” can share its artistic associations
with other works of art through intertextual allusion. In the next section, four case studies
demonstrate compositional modeling’s capacity for imparting similar connections by
indirectly referencing the model’s inherent and recognized meanings.
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Cases of Intertextual Allusion through Compositional Modeling
Case 1: Alex North’s “Bones”
The most well-known cue from Alex North’s rejected score for 2001, titled “Bones,”
was written for the scene where Moon-Watcher experiments with animal bones to
discover tools and weapons. North recalls, “Somehow I had the hunch that whatever I
wrote to supplant Strauss’s Zarathustra would not satisfy Kubrick, even though I used
the same structure but brought it up to date in idiom and dramatic punch.”40 Example 2.6
shows that “Bones” is a blatant, yet creative recasting of Richard Strauss’s “Sunrise.”
In creating a work “freely based” on Nietzsche’s Also Sprach Zarathustra, Strauss
faced the task of illustrating the power of nature and the need for wisdom to enlighten the
dark places of the world. By maneuvering through the harmonic series melodically and
using only the most fundamental of harmonic progressions, Strauss successfully signifies
the magnitude of life, a meaning empowered by the music’s simplicity and accessibility.
Kubrick presented North with a great musical challenge: solve the same musical and
dramatic problems as Strauss without deviating too far from Strauss's interpretation.
North, desperately trying to detach his work from Strauss’s, altered and inverted Strauss’s
motives, making the harmonic language more complex. In moving away from the
simplicity of Strauss's writing, North also removed the symbolic power that makes this
music so effective in the first place.

40 Robert Townson, Liner Notes, The Odyssey of Alex North's 2001, Jerry Goldsmith and The
National Philharmonic Orchestra (Varese Sarabande Records, Inc., 1993), compact disc. CD
liner notes, 5.
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EXAMPLE 2.6. Strauss, “Sunrise” and North, “Bones:” structural comparison
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The artistic straightjacket that Kubrick forced onto North inhibited creativity.
Imitating a programmatic work, if attempting to replicate its programmatic implications,
requires the composer first to unlock the model’s signifiers and then invent new ways of
realizing them. In these circumstances, it is advisable to use multiple works that share
similar programmatic meanings as joint models for imitation.
In his book Motives for Allusion, Christopher Reynolds identifies five works that
musically depict a programmatic sunrise (or turning darkness into light), culminating
with the beginning of Strauss’s Also Sprach Zarathustra.41 The most relatable example
from these works comes near the beginning of Franz Joseph Haydn’s oratorio The
Creation, which depicts the chaos in the Biblical text, “and the world was without form
and void.” The introduction, “Representation of Chaos,” is set in C minor, and after
approximately five minutes of dissonances and evaded cadences, this chaos is brought
into order when the choir sings, “and there was light.” The dramatic emergence of C
major on the word “light” is palpable and similar to Strauss’s “Sunrise.” While these
works of Haydn, Strauss, or even North might be equally satisfying on a musical and
even extra-musical level (programmatic), Kubrick’s opportunity to intertextually allude
to Nietzsche’s Also Sprach Zarathustra made Strauss’s “Sunrise” the most appropriate
option for 2001. North’s “Bones,” while modeled on Strauss’s “Sunrise,” imitates the less
illustrative aspects of “Sunrise” (the form and texture) and ignores or actively changes
those features (contour and harmonic simplicity) that make it evocative and memorable.

41 Christopher A. Reynolds, Motives for Allusion: Context and Content in Nineteenth-Century
Music (Cambridge: Harvard University Press, 2003), 11–12.
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Case 2: Logan’s Run
Many science-fiction films from the 1970s, eager to draw on 2001’s dramatic power
and artistic reputation, used Strauss’s “Sunrise” from Also Sprach Zarathustra as a
“temp” score. In Logan's Run (1976), Jerry Goldsmith composed a dystopian version of
Strauss's “Sunrise” to introduce a world in which humanity, living inside a domed city, is
unfamiliar with the sun’s light. The film’s premise:
Sometime in the 23rd century . . . the survivors of war, overpopulation and
pollution are living in a great domed city, sealed away from the forgotten
world outside. Here, in an ecologically balanced world, mankind lives only
for pleasure, free by the servo-mechanisms which provide everything.
There’s just one catch: Life must end at thirty unless reborn in the fiery
ritual of carrousel.
During this musical cue, titled “The Dome” (see Example 2.7), the camera tracks
down from a blackened, sunless sky to present a glistening domed city. The absence of
critical synchronization points between the music and the image provides Goldsmith
flexibility in his imitation of his model’s form. Nevertheless, there are some striking
similarities between “The Dome” and Strauss’s “Sunrise.” The four-measure drone in
“Sunrise” (the model), a static low octave on the pitch C, transforms in “The Dome” (the
imitation) as an electronic rhythmic loop based on the pitches A and B. This electronic,
rhythmic drone swells (messa di voce) with a crescendo for two measures, followed by a
decrescendo over the next two measures. The drone’s rhythmic undulations do not
coincide with the tempo of the orchestra when it enters in m. 5 and is therefore not
notated in the score below.
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EXAMPLE 2.7. Goldsmith, Logan’s Run, “The Dome”

The primary motive in both the model and its imitation consists of three long notes
orchestrated in the trumpets. Strauss’s “Nature” motive (see Example 2.8), a perfectly
consonant arpeggiation upwards through the first three overtones of the harmonic series,
is repeated three times by unison trumpets. Goldsmith’s three-note trumpet motive (see
Example 2.9) rises as well, but by chromatic half-steps rather than perfect intervals. This
motive (the “Denature” motive) immediately repeats with the last note one half step
higher, a discrepancy commonly utilized in the tutti responses of Strauss’s “Sunrise.”
Combining these two motives create a four-measure phrase first presented by a solo
trumpet. This four-measure phrase is repeated three more times, with each repetition
building by adding layers and enriching the harmony rather than ratcheting up the
84

dynamics. “The Dome” concludes with the timpani alternating tonic and dominant
pitches, one of the most salient features of Strauss’s “Sunrise,” not to mention a
ubiquitous cliché in “epic” orchestral music.

EXAMPLE 2.8. Strauss, “Nature” motive

EXAMPLE 2.9. Goldsmith, “Denature” motive

In “The Dome,” Goldsmith closely matches the simplicity and effectiveness of Strauss’s
“Sunrise.” Instead of strictly adhering to his model’s form, however, Goldsmith manages
to both subtly evoke 2001 and transform it, encapsulating the doomed existence of those
living under the dome.
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Case 3: Superman: The Movie
Around the same time as Logan’s Run, Goldsmith was hired to score the first modern
superhero film Superman: The Movie (1978). After years of production delays, musical
responsibilities eventually shifted to composer John Williams. After the film’s “Main
Titles,” the camera zooms in on Superman's home planet of Krypton and its dying star.
For the producer’s commentary on the DVD, Ilya Salkind recalls,
This approach to Krypton . . . I remember very clearly telling John that if
he could get some kind of feeling of a little bit of 2001 I would be, you
know, totally, eternally grateful, because that’s the film that made me decide
to make films really. 2001, which I saw as a young teenager, and it really
made me go ballistic; and if you really think about this intro, it’s not far
from that Zarathustra. I mean of course it’s Williams and he knew it, but
this opening was very important musically and it gave the size immediately
of the film.42
Alex North managed in his imitation of “Sunrise” to incorporate a new harmonic and
melodic style while maintaining the measure-by-measure form of his model. John
Williams, on the other hand, brings about a new piece that retains the essential elements
of Strauss’s harmonic and melodic style, but alters the form. Example 2.10 shows that
like “Sunrise,” “The Planet Krypton” is set in the key of C major, beginning with a low
octave drone (compacted from four measures down to two). In place of the “Nature”
motive, the trumpets now present the “Krypton” theme a total of three times over this
drone.

42 Ilya Salkind, Producers commentary on Superman: The Movie. DVD. Burbank:Warner Bros.,
2006.
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EXAMPLE 2.10. Williams, Superman: The Movie, “The Planet Krypton:” piano
reduction

Three-quarters of the way through both pieces, the bass departs from the pedal C
and shifts to an F, creating a strong desire for harmonic resolution. In conjunction with
this harmonic change, Example 2.11 demonstrates that Williams incorporates a stepwise
ascent that also emerges in “Sunrise.” The bass in “The Planet Krypton,” however,
becomes more active, moving stepwise in contrary motion to this stepwise ascent.
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EXAMPLE 2.11. Williams, The Planet Krypton, mm. 11.3–16: melodic reduction

Furthermore, Williams' Superman score contains other significant references to
Strauss's tone poem beyond the opening Krypton scene. The “Superman March,” for
example, begins with a fanfare that famously accentuates the name “Su-per-man” (see
Example 2.12).

EXAMPLE 2.12. Strauss, “Nature” motive, and Williams, “Superman Fanfare:” motivic
comparison

The three pitches that comprise Strauss’s “Nature” motive, C – G – C1, are
reimagined and expanded into the first three measures of Superman’s opening fanfare.
The tutti chords that shift from C major to C minor, highlighting the half-step clash
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between E and E¯, are transformed as a more stable whole-step (E–D) into the resolute
motive: “Su-per-man.”
Williams excels at blending multiple influences into his unique musical language.
Musicologist Susan McClary states, “The skill with which John Williams . . .
manipulates the semiotic codes of the late nineteenth-century symphony. . . is
breathtaking.”43 The English composer, arranger, and orchestrator Christopher Palmer
writes:
What [is] more natural than that John Williams, who grew up in a . . . time
when the master-composers . . . were either still active or exerting a
pervasive influence, should take their work . . . as a model for his own? A
professional craftsman like Williams, a musician of taste and style, an artist,
transforms and recreates what he borrows, repays his debts with interest.44
Williams’s complete synthesis of past musical works makes it possible to consider
multiple works as possible models or influences for an individual film cue.
For example, “The Planet Krypton” also shares several similarities with Goldsmith’s
“The Dome.” Both musical works accompany “establishing shots” that either approach
the domed city (Logan’s Run) or the opening of a domed structure on the planet Krypton
(Superman). Strauss’s “Sunrise” uses interjecting tutti chords between the trumpet’s
prominent “Nature” motives, while both “Krypton” and “The Dome” continuously build
towards their climax without these forceful interruptions. The timpani at the end of both
film cues involves a rhythmic crescendo, a rhythm whose note values gradually get
smaller, causing the rhythm to accelerate. Considering the contemporary nature of both

43 Susan McClary, Feminine Endings: Music, Gender, and Sexuality (Minnesota: University of
Minnesota Press, 1991), 21.
44 Christopher Palmer, The Composer in Hollywood (New York: Marion Boyars, 1990), 65–6.

89

films—Logan’s Run (1976) and Superman: The Movie (1978)—and that Goldsmith was
initially to compose the score for Superman, it is probable that “The Dome” played an
influential part in the shaping of “The Planet Krypton.”
Williams introduces other musical ideas and textures that do not derive from Strauss
or Goldsmith. Example 2.13 shows the trombones imitating the trumpet melody (Krypton
theme) in canon.

EXAMPLE 2.13. Williams, The Planet Krypton, mm. 6–8: Trombone imitation of
Trumpet melody

The “Krypton” theme and its canonic rendering resemble a third possible model, the
beginning of Josquin Des Prez’s Ave Maria (see Example 2.14). The six notes that
comprise the phrase “Ave Maria” are identical to the last five pitches of the “Krypton”
theme (without the repeated pitch C).
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EXAMPLE 2.14. Josquin, Ave Maria, mm. 1–9

Although no evidence exists showing that Williams wanted to evoke Josquin in his
Superman score, the idea of interpreting the meaning of Superman through the blending
of a Christian work together with Also Sprach Zarathustra is intriguing. Although the
Old Testament story of Moses influenced the original Superman comic,45 director
Richard Donner purposefully transformed the movie into a Christian allegory. As baby
Kal-El (Superman) is traveling to Earth from Krypton, Jor-El (Superman’s father) asserts,
"They can be a great people, Kal-El, they wish to be. They only lack the light to show
them the way. For this reason above all, their capacity for good, I send them you, my
only son."46 In the film, Superman serves as a Christ-figure sent by his father to earth as a
symbol of hope to help humanity.
In contrast with Also Sprach Zarathustra, Nietzsche announces the death of God. The
primary focus of Nietzsche’s book concerns what will determine the values within a
society if the culture discards God and religious morality. Nietzsche lamented the

45 Simcha Weinstein, Up, Up, and Oy Vey: How Jewish History, Culture, and Values Shaped
The Comic Book Superhero (Baltimore: Leviathan Press, 2006), 21-32.
46 Jor-El, Superman: The Movie, dir. Richard Donner, Blu-ray, Burbank:Warner Bros., 1978.
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suffering that would result from the loss of a primary source of ethical principles. The
prophesied Übermensch can create a personal system of morals and values. C. S. Lewis,
on the other hand, argues that this individual has already appeared:
People often ask when the next step in evolution—the step to something
beyond man—will happen. But in the Christian view, it has happened
already. In Christ a new kind of man appeared: and the new kind of life
which began in Him is to be put into us.47
Superman: The Movie proposes that Nietzsche’s Übermensch, often translated as “the
superman,” is Jesus Christ.
The Academy of Scoring Arts website offers another model for Williams’s Krypton
music in Superman, the fourth movement of Respighi’s Pines of Rome:
Written in 1924, this four-movement work for orchestra depicts pine trees
in four locations in Rome at different times of day, and contains wonderful
composition and orchestration insights for all modern composers. . . John
Williams, whose Krypton music in Superman was strongly modeled after
the fourth movement of this piece.48
Respighi provides the fourth movement of Pines of Rome, titled “Pines of the Appian
Way,” this programmatic description:
Misty dawn on the Appian Way; solitary pine trees guarding the magic
landscape; the muffled, ceaseless rhythm of unending footsteps. The poet
has a fantastic vision of bygone glories. Trumpets sound and, in the
brilliance of the newly risen sun, a consular army bursts forth toward the
Sacred Way, mounting in triumph to the Capitol.49
47 C. S. Lewis, Mere Christianity (New York: HarperCollins Publishers Inc., 1952), 60.
48 Academy of Scoring Arts, “Resphigi’s Pines of Rome,”
http://scoringarts.com/eventlibrary/resphigis-pines-of-rome/ (Accessed November 28, 2018).
49 Keller, James M., “San Francisco Symphony Program Notes – Resphigi: Pines of Rome,”
https://www.sfsymphony.org/Watch-Listen-Learn/Read-Program-Notes/ProgramNotes/Respighi-Pines-of-Rome.aspx (Accessed November 28, 2018).
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Respighi’s music recalls the former glories of this once great republic by depicting a
triumphant legion traveling along this pine-ridden road against the brilliance of the rising
sun. Example 2.15 shows that like Strauss’s “Sunrise” and Williams’s “The Planet
Krypton,” a stepwise ascent rises with the sun to reach its climax (mm. 43–53).
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EXAMPLE 2.15. Respighi, Pines of Rome, movement IV “Pines of the Appian Way,”
mm. 33–54, Composer’s Four-Hand Piano Version: rising scale
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The “Krypton” theme also evokes the primary theme from “The Appian Way.”
Example 2.16 shows the similarities between the arpeggiations and the dotted-eighth,
sixteenth note rhythm notated on pitches D and E between these two themes.

EXAMPLE 2.16. Williams, “Krypton Theme,” and Respighi’s “Appian Way” theme
(transposed): motivic comparison

Williams’s Superman score demonstrates compositional modeling’s ability to create
“original” music that evokes and comments upon the meaning of its model. The depth of
symbolic meaning presented in this seminal score confirms that the referential power of
intertextual allusion is also available through compositional modeling.
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Case 4: Where Never Lark or Eagle Flew
In 1993, American composer James Curnow wrote the concert band work Where
Never Lark or Eagle Flew, subtitled: “Based on a poem by John Gillespie Magee, Jr.,”
for the Tenri High School Band and their director Kikuo Atarashi.50 John Gillespie
Magee, Jr. was a pilot officer with the Royal Canadian Air Force and a poet who wrote
his most famous poem, “High Flight,” in August and September of 1941, and died a few
months later in a mid-air collision in England at the age of nineteen.
This inspirational poem portrays the majesty, awe, and miraculous wonder of human
flight. Magee included the poem in a letter sent to his parents in Washington, D.C., which
expressed, "I am enclosing a verse I wrote the other day. It started at 30,000 feet, and was
finished soon after I landed. I thought it might interest you."51

High Flight52
Oh! I have slipped the surly bonds of Earth
And danced the skies on laughter-silvered wings;
Sunward I’ve climbed, and joined the tumbling mirth
of sun-split clouds, — and done a hundred things
You have not dreamed of — wheeled and soared and swung
High in the sunlit silence. Hov’ring there,
I’ve chased the shouting wind along, and flung
My eager craft through footless halls of air....
50 Curnow’s title does not accurately match line 11 from the poem. The word “even” is removed.
A possible explanation for this omission is the debate on the integrity of this word in the
original handwritten copy. While most accept “even” as the correct rendering, it is also
arguably the word “ever.” Curnow may have chosen to simply bypass the argument
altogether.
51 High Flight Productions, “John Gillespie Magee, Jr. and HIGH FLIGHT,”
http://www.highflightproductions.com/high_flight_productions/JohnMagee.html (accessed
November 27, 2018).
52 http://www.highflightproductions.com.
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Up, up the long, delirious, burning blue
I’ve topped the wind-swept heights with easy grace.
Where never lark, or even eagle flew —
And, while with silent, lifting mind I've trod
The high untrespassed sanctity of space,
– Put out my hand, and touched the face of God.

Curnow likely based his thematic material for Where Never Lark or Eagle Flew on
John Williams’s Superman March. Williams, a master of thematic writing, is renowned
for his ability to personify the characters of the films he scores. The primary and
secondary themes from the Superman March are ideal thematic models for depicting the
splendor and wonder of the poem High Flight.
In Superman: The Movie, the greatest special effects achievements in the film were
the advancements in the Chroma Key techniques and matte painting tricks used to make
Superman fly. The promotional material for the film proclaimed, “You will believe a man
can fly!” According to Superman actor Christopher Reeve, however, Superman’s powers
of flight are much more closely tied to Williams’s iconic score than any other technical
advancements: “I owe a tremendous debt of gratitude to John Williams. Without his
music, Superman’s powers are greatly diminished. Believe me, if you try to fly without
that theme, you go nowhere.”53
Example 2.17 shows the motivic similarities between the first four measures of the
primary themes in the “Superman March” and Where Never Lark or Eagle Flew.

53 Martyprod2, “Christopher Reeve Speech about John Williams," posted June 2011 (recorded
1993), YouTube video, 1:39, https://www.youtube.com/watch?v=D5YAPg1ppw0.
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EXAMPLE 2.17. Williams, “Superman March,” Primary Theme, and Curnow, Where
Never Lark or Eagle Flew, Primary Theme: Motivic Comparison

Curnow compacts his theme, squeezing the same melodic gestures from his 12/8 model
into his 6/8 imitation. Curnow’s opening gesture, a rising P5, utilizes a lilting, siciliano
rhythm acquired from m. 1.4 of the model. The second gesture, a neighboring turn around
the pitch G, also comes from the model but with the siciliano rhythm smoothed out.
Except for the model’s pickups, the melodic aspect of these gestures remains perfectly
intact. Curnow’s rhythmic and metric alterations do not impede the clear allusions to
Superman.
At the beginning of the Superman March, a rhythmic ostinato prepares the first
statement of the primary theme. Example 2.18 shows the corresponding rhythmic pattern
given by Curnow in m. 227 setting up the return of his primary theme.

EXAMPLE 2.18. Williams, “Superman March,” and Curnow, “Where Never Lark or
Eagle Flew: Rhythmic Ostinato Comparison
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Although Curnow transforms Williams’s secondary theme (see Example 2.19), he
preserves the allusion to his model by retaining distinctive similarities. Both themes hold
a tonic pedal under alternating D minor-seventh and C major-seventh chords. Although
the cadences at the end of these eight measures differ (Williams ends on the tonic and
Curnow leads into the dominant), the final chords are both approached by a chord a half
step higher (D¯ to C; A¯ to G). The melodic gestures also share several compelling
resemblances, so that the melodic peak of the first two measures (the basic idea) is an A
that resolves down to a G (“Su-per-man” motive) and in the third and fourth measures,
the melody reaches up higher to a C resolving down to a G.

EXAMPLE 2.19. Williams, “Superman March,” Secondary Theme, and Curnow, “Where
Never Lark or Eagle Flew, Secondary Theme: Motivic Comparison
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These thematic and structural similarities between Williams’ Superman March and
Curnow’s Where Never Lark or Eagle Flew are substantial and numerous enough to
satisfy any doubt that they were intentional but transformed enough to be regarded as
functional, novel musical ideas.
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Conclusion
While compositional modeling is a compelling process for understanding and
absorbing the techniques of master composers, it also provides an artistic opportunity to
create a specific emotional, literary, or metaphoric connection between the meaning of
the model work and the newly composed work. Through intertextual allusion, layers of
programmatic depth can indirectly reference and commune with the wealth of artistry that
we have all inherited. Unfortunately, many consider any recognizable form of influence
or similarity between two works as a betrayal of creative integrity. The eagerness with
which critics leap to the judgment of plagiarism at the first sign of artistic borrowing is
dangerous for artistic growth. Chapter 3 begins with a descriptive comparison of
compositional modeling and plagiarism.

101

"There is much difference between imitating a man and counterfeiting him."
―Benjamin Franklin
CHAPTER 3: GENEALOGICAL SURVEYS
Chapter 1 demonstrates the Classical method of compositional modeling for learning
the art and craft of music composition. Analysis of Carl Czerny’s imitation of a Mozart
Sonata reveals the fundamental imitative techniques suitable for compositional modeling.
Rather than feigning that great art must be altogether original and void of recognizable
influences, chapter 2 advocates embracing the artistic connection created between a
model and its imitation. Through the acceptance of basic compositional similarities, we
can redirect our attention to uncovering more exceptional traits.
Chapter 3 contends with the most common apprehension with compositional
modeling—the fear of artistic plagiarism. Although there is a significant difference
between an attempt to unlock the mysteries of a master composer’s work with an in-depth
study through imitation and a musical thief trying to pass off someone else’s work as his
own, the concern is justified. A plagiarist passively asserts ownership or authorship of
someone else’s work. In the 1993 film Jurassic Park, chaotician Ian Malcolm warns
about the danger of using someone else’s work without the ability to wield it:
I'll tell you the problem with the scientific power that you're using here: it
didn't require any discipline to attain it. You read what others had done and
you took the next step. You didn't earn the knowledge for yourselves, so
you don't take any responsibility for it. You stood on the shoulders of
geniuses to accomplish something as fast as you could, and before you even
knew what you had, you patented it, and packaged it, and slapped it on a
plastic lunchbox, and now, you want to sell it.1

1 Ian Malcolm, Jurassic Park, dir. Steven Spielberg, Blu-ray, Universal City: Universal, 1993.

Plagiarism, a form of larceny, involves the deception of acquiring something without
securing the proper means to attain it.
Compositional modeling focuses on the acquisition of another individual’s craft, not
their work. In a sense, compositional modeling has more in common with artistic forgery
than with plagiarism. Although artistic forgery is a fraudulent and vile pursuit, it does
require the forger to possess a flawless technique with a great depth of knowledge and
understanding of their subject. The fatal creative flaw of the forger does not stem from
the endeavor for complete mastery of the techniques employed by others but the failure
of acquiring their unique artistic voice.
In 1973, Orson Welles co-wrote, directed, and starred in F for Fake, a video essay on
the nature of artistic value and authenticity. Although it primarily focuses on the career of
professional art forger Elmyr de Hory, it concludes with the following remarkable story
about Pablo Picasso:
Picasso, while living in the small, farming village of Toussaint, France, became
infatuated with a lovely girl he saw in town. Eventually, he requested permission to paint
a series of paintings of her. She accepted, on the stipulation that she could keep the
paintings. Picasso, with great eagerness to observe his muse more thoroughly, agreed,
insisting that she must never, under any circumstances, sell or exhibit these twenty-two
paintings. A short time later, Picasso read in his morning newspaper that a small art
gallery in Paris was presenting a public exhibition of twenty-two new works by Pablo
Picasso. A livid Picasso arrived in Paris just in time to behold the overwhelming critical
praise of his new works. Upon entering the art gallery, he saw the girl he painted in
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Toussaint, but not his twenty-two paintings of her. None of the magnificent works on
display were, as they claimed to be, by Picasso. She escorted the dumbfounded artist to
meet her grandfather, “the greatest of all art forgers.” Her grandfather, now on his
deathbed, admits to Picasso that he has masterpieces in major museums all over the
world. Throughout his life, he carefully studied and matched every period of Picasso’s
artistic development, but now, at the end of his life, he finally managed to give the world
something new by beating Picasso to his next artistic period.
As it turns out, this entire story of Picasso is itself a fake. After Welles feigns an
apology for the deception, he closes with a legitimate quote by Picasso, “Art is a lie that
makes us realize truth.”2 Within Welles’s story of lies naturally resides some truth: If
forgeries were to populate the world’s museums, are they not still great works of art?
The contemporary atelier, meaning “workshop” or “studio,” movement within the
visual arts attempts to reconnect the masterpieces of the past with the artistic future.3 A
significant component in atelier training involves the practice of master copying, a
process of absorbing technique by attempting to make an exact copy of a master artist’s
work. The early Renaissance Florentine artist Cennino Cennini, in his book The
Craftsman’s Handbook, states the importance of in-depth study through copying great
masters of their craft:
Take pains and pleasure in constantly copying the best things which you
can find done by the hand of great masters. And if you are in a place where
many good masters have been, so much the better for you. But I give you
this advice: take care to select the best one every time, and the one who has
2 Alfred Barr, Picasso: Fifty Years of his Art (New York: Museum of Modern Art, 1946), 270-1.
3 Juliette Aristides, Classical Drawing Atelier (New York: Watson-Guptill Publications, 2006),
xii.
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the greatest reputation. And, as you go on from day to day, it will be against
nature if you do not get some grasp of his style and of his spirit. For if you
undertake to copy after one master today and after another one tomorrow,
you will not acquire the style of either one or the other, and you will
inevitably, through enthusiasm, become capricious, because each style will
be distracting your mind. You will try to work in this man's way today, and
in the other's tomorrow, and so you will not get either of them right. If you
follow the course of one man through constant practice, your intelligence
would have to be crude indeed for you not to get some nourishment from it.
Then you will find, if nature has granted you any imagination at all, that you
will eventually acquire a style individual to yourself, and it cannot help
being good; because your hand and your mind, being always accustomed to
gather flowers, would ill know how to pluck thorns.4
Cennini’s instruction crosses over to music composition as well. By carefully following
the manners of many different master composers, the student learns to make reliable
technical and creative decisions and will develop their style from the unique blending of
various influences.
There is a critical difference between “master copying” in the visual arts and the field
of music composition. This study rebrands master copying in music composition as the
“recreation” of great works of art to reduce the stigma of plagiarism or forgery from
imitative pedagogy. While some teachers require their students to create exact notational
copies of master compositions, compositional modeling involves the recreation of these
works by inventing new musical ideas through imitation.
The problem remains regarding how to invent new melodic, harmonic, and rhythmic
ideas through imitation without being branded a “plagiarist.” Compositional modeling
should result in the creation of a work that, while sounding like it belongs to the family of

4 Cennino Cennini, The Craftsman's Handbook, trans. Daniel Thompson, Jr. (New York: Dover
Publications, Inc. 1933), ch. XXVII.
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its model, exists autonomously from that model. Discovering how two or more
compositions can be “related,” but not the same, requires comparisons of multiple works
within the same “family.” These genealogical surveys will include pieces that are known
to be direct models and influences as well as pieces that are considered similar enough to
belong to the same family.
Since films are a frequent home for musical imitation, they provide ample
opportunities for analysis and a source for practical exercises in compositional modeling.
By taking a film scene that uses a pre-existing recording of concert music in its final
score, for example, a student can attempt to recreate the music by regarding this
composition as a “temp” score. This exercise will use the final scene in Bruce Robinson’s
1989 film How to Get Ahead in Advertising.

How to Get Ahead in Advertising
Dennis Dimbleby Bagley, played by Richard E. Grant, is a ruthless advertising
executive lacking any discernable moral values or integrity. When he cannot find a
successful way to sell a new pimple cream, he suffers a stress-induced mental
breakdown. Bagley soon develops a large pimple (“boil”) on his right shoulder, thrusting
him into a schizophrenic state. Bagley now has two distinct personalities, personified by
two heads (revealing the cleverness of the movie’s title). One of these heads sprouts from
the boil, which continues to grow, transforming into a replica of Bagley’s head (with the
inclusion of a distinguished mustache). The psychotic interactions of these two heads
depict the original head as his conscience and the malevolent mustachioed head as the
devil. By the end, the evil head triumphs, and Bagley brutally and mercilessly rejuvenates
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his advertising career. The film is an unsubtle but humorous rant against the
commercialization of modern life. His final soliloquy is an ode to consumerism, where he
vows to help people get anything and everything they want:

There is no greater freedom than freedom of choice, and that's the difference
between you and me, boil. I was brought up to believe in that, and so should
you, but you don't. You don't want freedom, do you? You don't even want
roads. God, I never want to go on another train as long as I live! Roads
represent a fundamental right of man to have access to the good things in
life. . . And more than anything, people love their cars. They have a right to
them. They have to sweat all day in some stinking factory making
disposable cigarette lighters or everlasting Christmas trees, by Christ,
they're entitled to them! They're entitled to any innovation technology
brings. Whether it's ten percent more of it or fifteen percent off of it, they're
entitled to it! They're entitled to one of four important new ingredients! Why
should anyone have to clean their teeth without important new ingredients?
Why the hell shouldn't they have their CZT? How dare some smutty Marxist
carbuncle presume to deny them it? They love their CZT! They want it, they
need it, they positively adore it! And by Christ, while I've got air in my body
they're going to get it! They're going to get it bigger and brighter and better.
I'll put CZT in their margarine if necessary, shove vitamins in their toilet
rolls. If happiness means the whole world standing on a double layer of foot
deodorizers, I, Bagley, will see that they get them! I'll give them anything
and everything they want! By God, I will! I shall not cease, till Jerusalem is
builded here, on England's green and pleasant land!5
To imitate the “temp” score for this scene, there are three preliminary questions to be
considered:
1 – If the “temp” score is a pre-existing piece of music, what is it? If it is part of a
larger work, what is its context within this musical work?

5 Dennis Bagley, How to Get Ahead in Advertising, dir. Bruce Robinson, Blu-ray, London:
Handmade Films, 1989: 1:28:49.
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•

The music during this scene is the “Jupiter Hymn” from Gustav Holst’s The

Planets, op. 32.
2 – What is the musical effect of the “temp” score? Why did the filmmakers select
it, and how does it relate to the scene’s performance?
•

Like Grant’s performance, this music begins subdued and understated,

growing continuously towards an enthusiastic climax. The music’s effectiveness in
the scene stems from its steady rise in dramatic intensity that parallels Grant’s onscreen performance.
3 – Does this music have a programmatic connection to the film as a whole or this
scene in particular? If so, can the imitation of the “temp” score preserve this
connection through intertextual allusion?
•

The Planets, op. 32 is an orchestral suite in seven movements written by the

English composer between 1914 and 1916. Each movement is named after a planet in
the Solar System, illustrating their astrological (mythological) rather than the
astronomical character. Holst provided “Jupiter” with the subtitle “The bringer of
Jollity.” Holst frequently used Alan Leo’s book What Is a Horoscope and How Is It
Cast? which describes Jupiter’s character:
This will give an abundance of life and vitality. Those born under its
influence are cheery and hopeful in disposition, and possess a noble and
generous spirit. . . . This planet confers fortune and success upon all his
children. . . . [They] possess that true religious spirit which gives faith, and
abundant hope.6

6 Richard Greene, Holst: The Planets (New York: Cambridge University Press, 1995), 55.
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By the end of this scene, Bagley, possessed by a “true religious spirit,” gives off an
“abundance of life and vitality.” Carrying both “fortune and success,” he certainly enjoys
a “hopeful . . . disposition” and a “generous spirit.” His motivations may not be “noble”
to most observers, but in his mind, he serves a commercially driven world with “faith and
abundant hope.”
Instead of alluding to the astrological character of Jupiter, it is more probable that this
film is referencing the British patriotic hymn, “I Vow to Thee, My Country.” In 1921,
Holst adapted this music (as the hymn tune “Thaxted”) to set this 1918 poem by Sir Cecil
Spring-Rice:7
I vow to thee, my country—all earthly things above—
Entire and whole and perfect, the service of my love—
The love that asks no question; the love that stands the test,
That lays upon the altar the dearest and the best;
The love that never falters, the love that pays the price,
The love that makes undaunted the final sacrifice.
And there's another country, I've heard of long ago—
Most dear to them that love her, most great to them that know.
We may not count her armies; we may not see her King;
Her fortress is a faithful heart, her pride is suffering;
And soul by soul and silently, her shining bounds increase,
And her ways are ways of gentleness and all her paths are Peace.
This British hymn, which calls for the willingness to make the ultimate sacrifice in the
name of England, is often performed on November 11 for Armistice Day services in
memory of those in the armed forces who have made that sacrifice.

7 Cecil Spring-Rice, The Quarterly Review, Vol. 230 (New York: Leonard Scott Publication
Company, July & August, 1918), 57.
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Interestingly, Bagley’s last lines of the film, “I shall not cease, till Jerusalem is
builded here, on England's green and pleasant land!,” are derived from another British
patriotic hymn, “Jerusalem.” Sir Hubert Parry wrote the music for this hymn as a setting
of William Blake’s poem “And did those feet in ancient time”:8

And did those feet in ancient time,
Walk upon England’s mountains green:
And was the holy Lamb of God,
In Englands pleasant pastures seen!
And did the Countenance Divine,
Shine forth upon our clouded hills?
And was Jerusalem builded here,
Among those dark Satanic Mills?
Bring me my Bow of burning gold:
Bring me my Arrows of desire:
Bring me my Spear: O clouds unfold!
Bring me my Chariot of fire!
I will not cease from Mental Fight,
Nor shall my Sword sleep in my hand:
Till we have built Jerusalem,
In Englands green & pleasant Land.

“I Vow to Thee, My Country” (the “Jupiter Hymn”) and “Jerusalem” are often both
performed at the same state events throughout England, an appealing attribute for this
study because these two tunes also possess several other shared features. Discovering
how two pieces with striking similarities can be performed side-by-side without being

8 William Blake, The Complete Poetry and Prose of William Blake, ed. David Erdman (New
York: Anchor Books, 1988), 95–96.
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flagged as “too similar” will hopefully shed some light on further developing an efficient
process of imitation. This comparison will consider the phrase structure, metric
organization and rhythm, melodic gestures and scales, as well as the harmonic language
of both pieces.

FIGURE 3.1. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 1

These two tunes implement an identical phrase structure that shares the same
proportional divisions of that structure. As Example 3.1 shows, these sixteen-measure
compound sentences both have the measure divisions of 4+4+8 (2+2+4). Along with the
metric similarities of these pieces, both begin with a melodic pickup that outlines the
tonic triad.
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EXAMPLE 3.1. Parallel Structural Comparison of the “Jupiter Hymn” and “Jerusalem”
(transposed): with phrase markings

Example 3.2 indicates that there are also significant similarities between the melodies
of these two hymns. The first four pitches of the “Jupiter Hymn,” not including the
repeated note, are directly found in “Jerusalem” (marked with solid lines). The first part
of the sentence, the basic idea (mm. 1–4), concludes with the same melodic gesture,
transposed by a perfect 4th (dashed lines). The initial idea begins again (mm. 5–8),
sharing many of the same melodic similarities.
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EXAMPLE 3.2. Melodic Comparison of the “Jupiter Hymn” and “Jerusalem”
(transposed)

Additional melodic comparisons (Example 3.3) indicate the melodic climax of these
hymns occurs at the same structural moment on the downbeat of m. 13. From this peak,
E in the “Jupiter Hymn” and F in “Jerusalem,” the melodies move stepwise down,
arriving on a B¯ in m. 14. At the same time, the bass moves in parallel 10ths to this
stepwise descending melody. Once the B¯ is reached, the melodies of both tunes leap
from this B¯ up to an E¯.
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EXAMPLE 3.3. Climax Comparison of the melody and bass in “Jupiter Hymn” and
“Jerusalem” (transposed): mm. 13–15

Though often performed alongside one another, these two hymns do not draw
attention to their numerous resemblances. There are a couple of explanations for this
phenomenon:
1 – Isolated abstract, similarities between two works are often difficult to perceive
as a sign of a significant imitative relationship.
Abstract formal structure, for example, allows countless melodic, rhythmic, and harmonic
variations to be associated with a single type of musical structure. Concerning Brahms’s
use of structural models, Charles Rosen states, “This procedure of modeling upon a
previous structure is clearly explicit, and equally clearly not intended to be audible to the
general public, however much it may add to the appreciation of the connoisseurs.”9 The
subtle use of structural models stands in high contrast with the candidness of Brahms’s
melodic modeling, such as the famous melodic allusion to the “Ode to Joy” theme in the

9 Charles Rosen, “Influence: Plagiarism and Inspiration,” 19th-Century Music 4, no. 2 (Autumn,
1980): 93.
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Finale to Brahms’s Symphony No. 1, of which Brahms gruffly retorted, “Any jackass can
see that!”10
2 – Melodic similarities between musical works are more readily apparent than
other aspects of composition, but without an equally similar harmonic
language, these melodic similarities often become masked.

A harmonic inventory (see Example 3.4) of the first four measures of the “Jupiter
Hymn” and “Jerusalem” shows that all the chords in “Jerusalem” are also present in the
“Jupiter Hymn:” E¯, A¯, Cm (but not all the correct inversions). There is one chord in the
“Jupiter Hymn,” however, not found in these opening measures of “Jerusalem,” the
dominant (B¯).

EXAMPLE 3.4. Harmonic Comparison of the “Jupiter Hymn” and “Jerusalem”
(transposed): mm. 1–4

These folk-inspired melodies primarily use the pentatonic scale. The E¯-major
pentatonic scale includes the pitches E¯, F, G, B¯, and C. These five pitches, a subset of
the seven pitches of the E¯-major scale, are missing A¯ and D. During the opening four

10 Don Anderson, “Brahms, Johannes - Symphony No. 1 in C minor, Op. 68,” Arkansas
Symphony Orchestra, https://www.arkansassymphony.org/brahms-johannes-symphony-no-1in-c-minor-op-68, (accessed December 31, 2018)
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measures, the “Jupiter Hymn” uses the E¯ major pentatonic with an added D. The only
pitch missing from the E¯-major scale is an A¯. “Jerusalem,” during the first four
measures, also uses E¯ major pentatonic, but with an added A¯, leaving out the pitch D
from the E¯-major scale. The significance of the addition of these different pitches to the
pentatonic scale for these melodies lies primarily in their harmonic implications. The
pitch D found in the “Jupiter Hymn,” but missing from “Jerusalem,” is a crucial part of
the dominant harmony (B¯), a chord also missing from the opening of “Jerusalem.” The
contrast involving the presence or absence of this austere harmonic function becomes a
significant feature that helps to distinguish these melodies as unique.
Typically, the first step to determine if piece A influenced piece B, or vice versa,
involves a question of chronology. Unfortunately, it is difficult to verify whether Holst’s
“Jupiter Hymn” or Parry’s “Jerusalem” was written first. Holst wrote The Planets
between 1914 and 1916, with Jupiter completed in 1914 as a piano duo that was later
orchestrated in 1917 after Holst completed composing the entire suite.11 There were no
public or private performances of The Planets until 1918. “Jerusalem,” on the other hand,
was written on March 10, 1916. The contemporaneous nature of these works likely
means that these similarities are merely a coincidence.

11 Greene, Holst, 27.

116

FIGURE 3.2. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 2

“I vow to thee my country” was first published in the 1925 edition of Songs of Praise,
whose editor, composer Ralph Vaughan Williams, was a close friend of Holst. They met
while attending the Royal College of Music, where Hubert Parry was a professor. Parry
served as Holst's history teacher and as Vaughan Williams’s composition teacher. Parry’s
famous composition influenced Vaughan Williams’s first film score, The 49th Parallel, a
British war film from 1941. The opening music, titled “Prelude to The 49th Parallel,”
contains several connections with Parry’s “Jerusalem.” The second phrase of the theme,
as Example 3.5 demonstrates, presents an almost direct quote from the second phrase of
“Jerusalem:”

EXAMPLE 3.5. Melodic Comparison of Parry’s “Jerusalem” and Vaughan Williams’s
“Prelude to The 49th Parallel:” second phrase
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Written in D major, “Jerusalem” moves to the submediant for this second phrase (B
minor). “Prelude to The 49th Parallel,” on the other hand, begins in G major and moves
to the mediant for this corresponding phrase (also B minor).
During the parallel climactic phrase of “Jerusalem,” “Prelude to The 49th Parallel”
also reaches its melodic peak and moves stepwise down. Example 3.6 shows how the
parallel tenths found between the melody and the bass in “Jerusalem” becomes
transformed into parallel 6/3 triads in the melody and inner voices.

EXAMPLE 3.6. Climactic Comparison of “Jerusalem” and “Prelude to The 49th
Parallel:” descending parallel 10ths and 6/3 chords

The intention of the numerous comparisons given throughout this study is not to
conclusively prove that one work was or was not inspired/modeled after another. These
resemblances instead indicate that there are effective ways to duplicate, imitate, or
transform musical ideas without stealing them from the model. After identifying effective
and ineffective examples of imitation from this genealogical survey, a composition
exercise will put the techniques uncovered from this study into practice.
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Hypothetical Compositional Modeling Exercise
Premise
The director of How to Get Ahead in Advertising selected Holst’s “Jupiter Hymn” as
a “temp” score for the final scene of his film. As the hired composer, it is expected to
imitate the form, style, and impact of the “temp” music. The director has also instructed
that the climax of the cue needs to offer a short quotation of Parry’s “Jerusalem” to
accompany the William Blake quotation at the end of Bagley’s exuberant soliloquy.
Proposed Method
Czerny proposed that a student’s imitation should explicitly duplicate the harmonic
structure of the model. To adapt this technique for both models, I will create a two-voice
(soprano and bass) counterpoint reduction of both Holst’s “Jupiter Hymn” (Example 3.7)
and Parry’s “Jerusalem” (Example 3.8). These reductions, like a Schenkerian middleground analysis, remove many of the non-harmonic tones such as neighbor tones, passing
tones, and decorative chordal skips. Unlike a middle-ground Schenkerian reduction,
however, it is advantageous to maintain the pacing of the harmonic rhythm, phrase
structures, and the overall contours of the original pieces. A comparison of these
reductions will inform a “new” reduction (Example 3.9) that will be embellished in the
model’s style while avoiding sounding like a derivative of the model. The style of the
imitation will match the “Jupiter Hymn” at the beginning but will experience greater
counterpoint in the manner of “Jerusalem” in the bass and inner voices as the cue
develops, culminating into a quotation of the final four measures of “Jerusalem.”
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EXAMPLE 3.7. Two-Voice Reduction of Holst’s “Jupiter Hymn”

EXAMPLE 3.8. Two-Voice Reduction of Parry’s “Jerusalem” (transposed): Modulating
Harmonic Goals in Brackets.
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“Jupiter Hymn” Form
The overall form of the “Jupiter Hymn” cyclically presents the sixteen-measure tune
two and one-half times. Since the tune ends in a register an octave higher than it begins,
each repetition of the tune begins an octave higher than the previous statement with the
addition of a thicker orchestration and greater dynamics. The third and final statement of
the tune builds to the seventh measure, where the melody holds the pitch F found in m.
7.3. The harmony for this pitch is changed from an F-minor chord with C in the bass to a
dominant chord (B sus4). The hymn is entirely diatonic, demanding no accidentals to
lead away from the tonic key of E major. The harmonic modulations present in
“Jerusalem” (see Example 3.8), but foreign to Holst’s diatonic “Jupiter Hymn,” create a
compelling and satisfying sense of harmonic departure and return within its sixteenmeasure framework that will prove disruptive in recreating the blossoming effect
produced by the “Jupiter Hymn.”
As presented in chapter one, Czerny proposed that imitation should take place
through the invention of new melodic ideas superimposed over the model’s form and
harmonic structure. His “new” melodic ideas were also proven to be close imitations of
his model. If the “Jupiter Hymn” was the hypothetical model of “Jerusalem,” Parry kept
the phrase structure but retained only a small quantity of significant melodic, harmonic,
and rhythmic ideas from his model.
From Heinrich Koch’s observation that composers should envision a “melody
harmonically,”12 it could be inferred that to perceive a melody and its harmony

12 Nancy K. Baker, “Der Urstoff der Musik: Implications for Harmony and Melody in the Theory
of Heinrich Koch,” Music Analysis 7, no. 1 (March, 1988), 17.
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simultaneously suggests that a deliberate change in the harmonic scheme will inevitably
lead to a different melody. This observation does not imply that there is only one melody
for a single harmonic progression or that there are not multiple ways to harmonize the
same melody, but it does suggest that a fundamentally different harmonic progression can
help influence the melody in a direction that leads toward a new melodic path.
This “new” reduction (Example 3.9), a “work-in-progress,” requires constant
adjustments while testing out various melodic and harmonic ideas. The next
compositional problem involves working out a new melody over this reduction.

EXAMPLE 3.9. Reduction Comparison: “Jupiter Hymn,” “Jerusalem,” and “New”
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To gain more fluency in the process of melodic imitation, I will compare the melodies
of various similar works. This genealogical survey will attempt to limit this study to
works that fall within the same stylistic framework or “family” of our primary model,
Holst’s “Jupiter Hymn.” Through the discovery of “family traits,” useful compositional
techniques used by multiple sources throughout this survey, imitations will not be limited
to a single, traceable ancestor but encompass the entire extended family.

Influences on the “Jupiter Hymn”

FIGURE 3.3. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 3

According to Richard Greene, Holst’s “clearest borrowing is one of musical
character: the center theme of ‘Jupiter’ comes very close to the ‘Nimrod’ variation in
Elgar's Enigma Variations.”13 The Enigma Variations, written between October 1898 and
February 1899, is the popular name for Elgar’s Variations on an Original Theme, Op. 36.

13 Greene, Holst, 26.

123

This orchestral work, comprising of fourteen variations on an original theme, is dedicated
"to my friends pictured within," with each variation being a “sketch” of Elgar’s close
circle of friends.
Greene recognizes several similarities between Holst’s “Jupiter Hymn” and Elgar’s
“Nimrod.” Both, according to Greene, “project a sense of yearning upward toward
greater fulfillment” and are “written in the chorale style.”14 The “chorale,” a term most
closely associated with the four-part, homophonic songs of the Lutheran church,
distinguishes itself from the religious works of the Catholic church through the insistence
of singing in the vernacular (German). Since the English language has more in common
with the German language than with the Italian or Latin languages, the development of
the stately English chorale is indebted to the Lutheran chorale. British musicologist
Henry Davey describes the dire condition of English music during the middle of the
nineteenth century as a direct result of this Germanic dominance:
The influence of the moribund German school has had a very deleterious effect
upon some of our best composers; German music since Beethoven has been
abstract and unpractical, and these defects are copied here. Consequently all the
fertile resources awaiting cultivation are neglected, and our composers persist
in lazily using those which have long ago been provided for, and in repeating
the old forms.15
Subsequently, a distinctly English style of classical music lay dormant in England until
the second half of the nineteenth century.

14 Greene, 26.
15 Henry Davey. “History of English Music,” Cambridge University Press: New York 1895, 490.
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Holst regarded Elgar’s Enigma Variations as the critical turning point in the
development of English music:
1880 is usually given as the date of the 'modern Renaissance' in English music.
For me it began about 20 years later when I first knew Elgar's Enigma
Variations. I felt that here was music the like of which had not appeared in this
country since Purcell’s death.16
Ralph Vaughan Williams and Gustav Holst spearheaded the resulting English Nationalist,
or Pastoral, School of classical music. These composers, like the rest of the European
musical nationalists, sought to discover or build a distinct musical style for their nation
through the employment and modeling of native folk music.
Greene overlooks one significant parallel between Holst’s “Jupiter Hymn” and
Elgar’s “Nimrod.” Both pieces are positioned at the midpoint within a performance of
their respective works and serve as the structural focal point within these influential
works, a trait that helps fortify the stylistic and emotional connections defined by Greene.
If a complete performance of Elgar’s Enigma Variations takes approximately thirty
minutes, the “Nimrod” variation is typically in progress at the fifteen-minute mark. Table
3.1 provides information regarding four recordings of Elgar’s Enigma Variations,
detailing the name of the conductor and the year of the recording, the overall length of
the recorded performance, the actual midpoint of the overall length (approximately), the
timestamp of Variation IX: “Nimrod,” the overall length of the performance of the
“Nimrod” variation, as well as a YouTube link to each specific performance. Although

16 From lecture notes “England and her Music,” in Ralph Vaughan Williams and Gustav Holst,
Heirs and Rebels, ed. Ursula Vaughan Williams and Imogen Holst. (London: Oxford
University Press, 1959), 50.
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the tempo and length of each performance vary significantly, “Nimrod” remains the
centerpiece in all four recordings.
TABLE 3.1. Nimrod at the center of Elgar’s Enigma Variations recordings
Conductor
(Year)
Edward Elgar
(1926)
Hamilton Hardy
(1932)
Leonard Bernstein
(1984)
Giuseppe Sinopoli
(1994)

Overall
length

Midpoint
Timestamp

Nimrod
Timestamp

Nimrod
Length

27:01

13:30

12:03–14:49

2:46

26:46

13:23

11:17–14:14

2:57

35:50

17:55

13:42–18:58

5:16

34:16

17:08

13:58–17:55

3:57

YouTube link
https://www.youtube.com/watch?
v=kaPtKoL-FsM
https://www.youtube.com/watch?
v=rWUGmfH_dDU
https://www.youtube.com/watch?
v=6GbD20h8-_4
https://www.youtube.com/watch?
v=jMzYAkAZmio

Table 3.2 provides a similar breakdown concerning the positioning of the “Jupiter
Hymn” within the context of an entire performance of Holst’s The Planets.

TABLE 3.2. Jupiter Hymn at the center of Holst’s The Planets recordings
Conductor
(Year)

Overall
length

Midpoint
Timestamp

Jupiter Hymn
Timestamp

Jupiter
Hymn
Length

YouTube link

Gustav Holst
(1926)

42:59

21:29

19:56–21:29

1:33

https://www.youtube.com/watch?
v=W5lPMRCTJAs

Adrian Boult
(1945)

47:32

23:46

22:06–24:01

1:55

https://www.youtube.com/watch?
v=MhsEB4bnlM4

Leopold Stokowski
(1946)

46:53

23:26

21:48–23:34

1:46

https://www.youtube.com/watch?
v=lHtHJQDzsDQ

As with “Nimrod,” the “Jupiter Hymn” regularly occurs as the exact midpoint of a
complete performance of The Planets. While the earliest recording on the list, conducted
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by Holst, narrowly sets the hymn as the centerpiece, all three recordings place the
midpoint near the climax, or the final chord, of the hymn.
In the program notes for a performance of the Enigma Variations in 1911, Elgar wrote:
This work, commenced in a spirit of humour & continued in deep seriousness,
contains sketches of the composer's friends. It may be understood that these
personages comment or reflect on the original theme & each one attempts a
solution of the Enigma, for so the theme is called. The sketches are not
‘portraits’ but each variation contains a distinct idea founded on some particular
personality or perhaps on some incident known only to two people. This is the
basis of the composition, but the work may be listened to as a ‘piece of music’
apart from any extraneous consideration.17
The most satisfying “answer” to this “enigma” originates from the “Nimrod” variation.
The name of this variation references the Old Testament patriarch described as “a mighty
hunter before the Lord.” The German word for hunter, Jäger, suggests Elgar’s friend and
music editor Augustus Jaeger. Elgar, who battled numerous bouts of depression, once
told Jaeger, “I was feeling pretty wretched and I wrote and told him I was going to give it
all up and write no more music.”18 Jaeger encouraged Elgar by saying, “Beethoven had a
lot of worries, and did he give it all up? No. He wrote more, and still more beautiful
music.”19 Further still, Jaeger sang to Elgar the second movement of Beethoven's Piano
Sonata No. 8, Pathétique. Elgar admitted that Beethoven’s Pathétique was at the
beginning of “Nimrod,” Jaeger’s variation, saying, “can’t you hear it at the beginning?
Only a hint, not a quotation.”20 Elgar’s subtle evocation of Beethoven’s Adagio

17 http://www.knoxvillesymphony.com/lib/file/manager/FY_16/Program_Notes/April_
Masterworks_ Program_Page__Notes_2016.pdf, xiii. Elgar's program notes for a
performance in Turin, Oct. 1911.
18 Mrs. Richard Powell, Edward Elgar: Memories of a Variation 3rd ed. (London: Methuen &
Co. Ltd., 1949), 110.
19 Powell, Elgar, 111.
20 Powell, 111.

127

exemplifies the inspired artistry possible through compositional modeling. Example 3.10
reveals how Elgar “hints” at Beethoven’s “Pathétique” Adagio in “Nimrod.”

FIGURE 3.4. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 4
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EXAMPLE 3.10. Borrowing from Beethoven, Piano Sonata no. 8, Op. 13, “Pathétique,”
movement II (transposed) in Elgar, The Enigma Variations, Op. 36, “Nimrod”

Along with the direct inclusion of the first twelve melody notes, harmonic similarities
include the chords on the downbeats of mm. 1, 2, 3, and 4 (especially the first-inversion
tonic chord in m. 2). After Beethoven’s melody reaches its apex at the end of m. 3, it falls
with a “sigh” the interval of a 5th. Elgar adjusts Beethoven’s sequentially repeated
“sighs” (mm. 5, 6, and 7) by replacing them with a sequence of descending 7ths. Circleof-fifths sequences harmonically constrain these characteristic melodic gestures. By
filling in the final “sighing” sequence melodically, both delay their expected resolution of
the melodic sequence and lead towards their respective cadences.
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FIGURE 3.5. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 5

The influence and popularity of Elgar’s Enigma Variations, and “Nimrod” in
particular, helped to define a musical sound that was quintessentially English. To channel
a dignified British sound, composers often use Elgar’s magnum opus as a model of
imitation, especially in British films. Kenneth Branagh’s 1989 film adaptation of Henry V
inserts the character John Falstaff into the story as a flashback (a scene taken from
Shakespeare’s Henry IV). Falstaff, a large, boastful, and cowardly knight, vainly spends
most of his time drinking with petty criminals on stolen money. Prince Hal, the future
Henry V, befriends Falstaff, choosing to spend his youth in taverns living a life unworthy
of either royalty or the court. In a cue titled “The Death of Falstaff,” composer Patrick
Doyle provides an uncharacteristically noble musical farewell to Henry V’s old foil. The
dignified, English spirit of this music emanates from its resemblances to Elgar’s
“Nimrod.”
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Example 3.11 shows Doyle’s theme reduced to a linear intervallic pattern (LIP) of
parallel 10ths (10–10–10, etc.). This motion resembles the opening of Elgar’s Enigma
Variations (Theme), which, when reduced in Example 3.12, also begins with rising
parallel 10ths. “Elaboration 1” of Example 3.11 uses melodic 3rds above and below the
LIP pitches to decorate this reduction. The abundance of melodic 3rds is reminiscent of
Elgar’s “Enigma” theme (see Example 3.12, “Elaboration”). Back in Example 3.11,
“Elaboration 2” displaces some of the pitches of “Elaboration 1” by transposing them up
an octave, resulting in a dramatic, falling melodic 7th in mm. 3 and 4, a prominent and
characteristic descending interval Elgar employed in the “Enigma” theme.
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EXAMPLE 3.11. Patrick Doyle, Henry V (1989), “The Death of Falstaff,” mm. 1–4: LIP
reduction with Elaborations

EXAMPLE 3.12. Elgar, The Enigma Variations, Op. 36, “Theme,” mm. 1–3: LIP
reduction with Elaboration

132

FIGURE 3.6. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 6

Patrick Doyle’s “The Death of Falstaff” was the “temp” music for the sick triceratops
scene in Steven Spielberg’s 1993 film Jurassic Park (Example 3.13). The films'
composer John Williams imitates his model in many important ways, with the intriguing
addition of the falling melodic 7ths sequences from Doyle’s model, The Enigma
Variations.
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EXAMPLE 3.13. John Williams, Jurassic Park (1993), “An Ailing Monster,” mm. 1–7:
sequence of falling 7ths

Similar orchestral colorations further strengthen the ties of influence between
“Nimrod,” “Jupiter Hymn,” “The Death of Falstaff,” and “An Ailing Monster.”
“Nimrod” begins with a string ensemble. The violins play the melody in higher positions
on their lower strings (sul D and sul A) to create a warmer timbre. In the “Jupiter Hymn,”
the violins, violas, and cellos (along with six unison horns) all perform the melody in
unison, with the violins providing a full timbre from their lower strings. Both “The Death
of Falstaff” and “An Ailing Monster” use the richness of the string ensemble from
“Nimrod” and add to it the reflective nature of the horn, resembling the “Jupiter Hymn.”
The melodies presented so far within this genealogical survey are unlikely to set off
the alarm bells of plagiarism. The abstract nature of these borrowings safely enables the
creation of new musical themes with similar traits to their models. Now, it is desirable to
view the impact on works that are alarmingly close to their models.
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How Close is too Close? (Musical Inbreeding)
Since the prominent foreground characteristics of a good melody are generally the
most memorable aspects of a musical work, musical plagiarism often focuses on thematic
theft. Understanding how close an imitation can be to its thematic model, will involve
comparing melodies from various films related to the “Jupiter Hymn."

FIGURE 3.7. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 7

The movie Braveheart (1995) tells the story of William Wallace, played by Mel
Gibson, who led the First War of Scottish Independence against King Edward I of
England in the late thirteenth-century. The film’s composer, James Horner, is
simultaneously hailed as “one of the most successful and admired composers of film
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soundtracks in Hollywood”21 and ridiculed as “a composer who is generous enough to
assimilate into his own music the work of less fortunate predecessors.”22
Music journalist Doug Adams critically addresses Horner’s lack of proper
discernment regarding his misappropriation of folk elements in Braveheart’s score:
Braveheart is pretty easy to dismiss as an ethnic score, because it scores the
wrong ethnicity! Not only is it written for Irish bagpipes instead of Scottish,
but the theme is actually quite English. In fact, it's a pretty darn close knock
off of Englishman Gustav Holst’s B theme from the Jupiter movement of
The Planets. So Braveheart is not so much a Scottish score as it is a panBritish mishmash.23
Based on Adams's critique, Horner’s absence of clear Scottish musical influences for a
historical film about Scottish independence demonstrates poor musical judgment.
Horner’s decision to reference “I Vow to Thee my Country,” a hymn that calls for one to
make the ultimate sacrifice in the name of England, for a character who dies a gruesome
death after fighting for Scotland’s freedom against England, is foolish and irrational.
Example 3.14 shows the “Love Theme” from Braveheart fragmented into four subphrases that are each two measures in length. The first, second, and fourth of these subphrases all begin with the same melodic, harmonic, and rhythmic gestures as the opening
of the “Jupiter Hymn.”

21 Adam Sweeting, “James Horner obituary,” The Guardian, https://www.theguardian.com/film/
2015/jun/23/james-horner (accessed December 29, 2018).
22 Alex Ross, “Oscar Scores,” The New Yorker, https://web.archive.org/web/20081217032135/
http://www.therestisnoise.com/2004/05/oscar_scores.html (accessed December 29, 2018).
23 Doug Adams, “The Unanswered Column,” Film Score Monthly,
http://www.filmscoremonthly.com/articles/1997/23_May---The_Unanswered_Column.asp
(accessed December 29, 2018).
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EXAMPLE 3.14. James Horner, Braveheart (1995), “Love Theme”

Although the meter is different, Example 3.15 shows that Horner presents enough of the
hymn’s gesture to evoke Holst’s famous theme.

EXAMPLE 3.15. Horner, Braveheart, “Love Theme:” borrowing from “Jupiter Hymn”

There are plenty of melodies that begin with opening gestures similar to pre-existing
pieces, which, by elaborating or developing the idea into new musical directions, distance
themselves from their precursor. The third sub-phrase of Horner’s “Love Theme,” mm.
5–6, detaches itself from the repetitive quotations of the “Jupiter Hymn,” generating a
section more appropriately modeled after the Scottish folksong “Loch Lomond.”
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Example 3.16 demonstrates that Horner closely imitates “Loch Lomond’s” melody
during the lyric, “But me and my true love will never meet again.”

EXAMPLE 3.16. Horner, Braveheart, “Love Theme:” comparison to “Loch Lomond”

Unlike the rest of Horner’s melody, this beautiful and appropriate allusion to “Loch
Lomond” unlocks the opportunity for a deep intertextual relationship with another
important event in the history of Scottish independence. Pianist Leslie Howard describes
the historical significance and meaning behind of the folksong “Loch Lomond:”
It doesn't mean anything unless you know that it's connected with the
Jacobite Rebellion in Scotland and their earnest desire to return bonnie
Prince Charlie as Scottish king. And the last serious battle of the war
between Scotland and England was fought on the field of Culloden. And
after the Battle of Culloden, a great number of what the English, no doubt,
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referred to as the ringleaders of the Scottish rebellions and what the Scots,
no doubt, referred to as the young, brave laddie heroes, were taken to
London for a series of show trials. Whilst they were waiting for their trials,
many members of their families came from Scotland down to London. And
it is quite certain that all of the people who came to the trials walked that
distance. And so the wives were all there and the girlfriends and the family
members and the mates and everything else. And they were all found guilty,
and they were all executed in the vilest means possible. Once the acts of
execution were complete, in order to be an example to anyone likely to step
out of line, the bodies and the bits and most particularly the heads on the
tops of spikes were exhibited in all of the towns between London and
Glasgow in a monstrous procession. Meanwhile, all of the families had to
return to Scotland by exactly the same method in which they had arrived.
And so when we're talking about ‘you'll take the high road, and I'll take the
low road,’ the high road, meaning the bodies of the men that were going to
be exhibited, were being taken by coach on the most important road in the
country. And the ordinary poor people of Scotland, who'd seen their
menfolk burn to death, all had to shuttle back by the ordinary roads that
ordinary working people had to use. So that's how it was.24
“Loch Lomond,” like the film Braveheart, refers to a fight for Scottish independence
over England. Unfortunately, the prominent, misplaced, and ill-chosen appropriation of
Holst’s “Jupiter Hymn” overshadows this more suitable borrowing.
Walter Foreman25 offers a fascinating and more endorsing interpretation of Horner’s
musical borrowings in Braveheart: The dominating reference to Holst’s British anthem
over the Scottish folk song parallels the overbearing historical suppression of the Scots
by the Brits. The soul (middle) of the theme is, however, unmistakably Scottish, as
exemplified in the most famous line of the film, “They may take our lives, but they’ll
never take our freedom!”

24 Leslie Howard, “The Dark Tale of Bonnie ‘Loch Lomond,’” PBS.org,
https://www.npr.org/templates/ transcript/transcript.php?storyId=4766584 (accessed on
December 29, 2018).
25 Walter Foreman is an Associate Professor in the English Department at the University of
Kentucky.
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FIGURE 3.8. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 8

For his 1983 film The Right Stuff, director Philip Kaufmann filled the “temp” score
with selections from Holst’s The Planets, works by Tchaikovsky, as well as Henry
Mancini’s music for another Kaufmann film The White Dawn (1974). After firing the
first composer, Kaufmann quickly hired Bill Conti to replace the “temp” score with an
original one. Each time Conti played some of his music for Kaufmann, the director kept
insisting that Conti revise his music to get it closer to the “temp” music. Frustrated by
these demands, Conti declared, “If I get any closer, I want a disclaimer!”26
Near the end of the film, with the space race in full swing, Yeager attempts to beat the
Soviet altitude record in an NF-104 aircraft. Before reaching his goal of over 114,000
feet, the aircraft fails, tumbling to earth. Yeager, managing to eject from the aircraft right

26 Julie Kirgo, liner notes to The Right Stuff, Bill Conti, Varèse Sarabande VCL 0609.1095, CD,
2009.
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before it crashes into the desert, walks away from the wreckage to the musical cue
“Yeager’s Triumph.”
“Yeager’s Triumph” integrates the same meter and key as the “Jupiter Hymn,” but
begins with only the melody and the bass. The texture becomes thicker as the melody
unfolds, building to its climax quicker than the “Jupiter Hymn” permits. As Example 3.17
demonstrates, there are several melodic gestures, marked by brackets, directly pulled
from the hymn. By radically shifting these short, fragmented gestures from their original
formal placement, their new context imbues these “direct” quotations with new life and
freshness.

EXAMPLE 3.17. Conti, The Right Stuff, “Yeager’s Triumph:” borrowings from “Jupiter
Hymn”

141

At the beginning of the film, test pilot Chuck Yeager prepares to break the sound
barrier aboard the Bell X-1. The B-29 Superfortress carries Yeager and the X-1 down the
runway to a noble and stately cue titled “Breaking the Sound Barrier.” This theme uses
the same orchestral colors and pulsing harmonic rhythm, the first and last beats of each
measure, as the “Jupiter Hymn” (see Example 3.18).

EXAMPLE 3.18. Bill Conti, The Right Stuff (1983), “Breaking the Sound Barrier”
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FIGURE 3.9. Genealogical Survey Map: Family Tree of Holst’s “Jupiter Hymn:” Level 9

By squeezing some of Conti’s motives together, Horner used “Breaking the Sound
Barrier” as the model for one of his most memorable themes (see Example 3.19) in the
1991 movie The Rocketeer, where test pilot Cliff Secord stumbles upon a rocket pack that
he uses to save the world from Nazis. This musical allusion is one of several convincing
references to The Right Stuff employed throughout the film.27

27 “Paramount at the Movies Presents: Disney’s The Rocketeer,” The Paramount,
http://www.theparamount.net/event/paramount-movies-presents-disneys-rocketeer-pg
(accessed December 29, 2018).
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EXAMPLE 3.19. Melodic Borrowings from Conti, The Right Stuff (1983) in Horner, The
Rocketeer (1991), main theme
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Summary of Melodic Imitation Techniques
Writing melodies through imitation involves cautiously avoiding the creation of
careless copies of model works. In general, limiting melodic modeling to abstract
borrowing (e.g., scale types, stepwise versus arpeggiation, direction, etc.), rather than
only making slight alterations to the model, generates stronger, distinctive melodies.
When borrowing melodic gestures from the model, avoid lengthy comparable opening
melodic ideas unless the harmonic and stylistic language will distract from the direct
resemblances. Moving these quasi quotations to different locations within the overall
form can mask recognizable thematic ideas by providing them with a new context. If a
single model’s pervasive influence proves a hindrance to the individuality of the
imitation, try to implement multiple models with similar hereditary traits. Utilizing at
least two similar models provides a multiplicity of options, allowing the creative joining
of several influences into a new melodic creation.
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Elaborating the “New” Reduction (“Jerupiter”)
Examples 3.20–3.24 present the progression of creating a melody from the “new”
reduction created in Example 3.9. A hybrid of the “Jupiter Hymn” and “Jerusalem,” this
new work is nicknamed “Jerupiter.” The “Harmonic Realization” in the following
examples is the four-part harmonization of the given two-part counterpoint found in the
“Reduction” and serves as a guide for the final voice leading of both the melody and
inner voices.

EXAMPLE 3.20. Elaboration of “Jerupiter” Reduction: mm. 1–4

Since both models lead to the pitch C on the downbeat of m. 1 with arpeggiating,
ascending pick-up notes, the new melody descends to C through stepwise motion.
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Measure 1 rises in stepwise motion, followed by arpeggiations in m. 2 to achieve a
balance of melodic motion. Since B¯ is not present in either the “Reduction” or
“Harmonic Realization” during m. 2, the melody arpeggiates between the pitches B¯ and
E¯. The resulting descending leap of a 5th (F to B¯) from m. 1 into m. 2 becomes a
reoccurring melodic interval in this melody, tying it back to Beethoven’s “sigh” motive in
the second movement of the “Pathétique” sonata. The “sighing” motive returns, spanning
m. 3.3 into m. 4, embellished with an arpeggiation.
Example 3.21 shows the development of the second sub-phrase, mm. 5–8, which
begins identically to the first sub-phrase.

EXAMPLE 3.21. Elaboration of “Jerupiter” Reduction: mm. 5–8
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The melody breaks away from the first sub-phrase in m. 6, as it arpeggiates one chord
tone higher, directing the end of this sub-phrase, like its “Jupiter Hymn” model, to a
higher position than its predecessor. As expected, the descending 5th “sigh” motive
returns between mm. 5 and 6, but also reoccurs between mm. 6 and 7. Measure 7
incorporates a rising scale that calls back to mm. 1 and 5. An arpeggiation of the tonic
chord (see Example 3.22), with the inclusion of a passing tone in the bass, bridges the
disjointed melody from the end of the first sub-phrase and the beginning of the second
sub-phrase.

EXAMPLE 3.22. Melodic “Bridge” between phrases 1 and 2 in “Jerupiter:” mm. 3–5

Example 3.23 divides the next four measures into two, two-measure sub-phrases
ranging from mm. 8.3–10.2 and mm. 10.3–12.2.
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EXAMPLE 3.23. Elaboration of “Jerupiter” Reduction: mm. 9–12

The pick-ups into m. 9 ascend by stepwise motion, in contrast to the stepwise down pickups that lead into m. 1. In the “Jupiter Hymn,” the beginning of mm. 9–10 is repeated in
mm. 11–12, with an altered, higher ending the second time (complementing the
relationship between mm. 1–4 and mm. 5–8). Likewise, “Jerupiter” remains diatonic for
its entirety, but, like “Jerusalem,” the second sub-phrase transposes the repetition of the
first (mm. 9–10 in F minor and mm. 11–12 sequenced a 3rd higher in A major). By
thinning out the texture to three voices for the first two measures, the fourth voice’s
return in m. 11 intensifies the phrase. Doubling of the bass begins in m. 12, so that as the
melody ascends, the bass extends the frequency spectrum in the opposite direction,
balancing the blossoming effect of the musical form.
The final four measures of “Jerupiter,” given in Example 3.24, set up a repetition of
the entire sixteen-measure tune with more substantial contrapuntal elaborations.
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EXAMPLE 3.24. Elaboration of “Jerupiter” Reduction: mm. 13–16

Although the arrival into m. 13 sounds like a return to m. 1, the melody and harmony
differ enough to allow the melodic peak in m. 14 to recede in time to prepare the
legitimate return in m. 17. Like “Jerusalem,” the melodic peak reaches an F, followed by
a mostly stepwise descent. The descending melody following this peak is disrupted by the
“sigh” motive, making room for the ubiquitous B¯ to E¯ leap found in both the “Jupiter
Hymn” and “Jerusalem.” The “Jupiter Hymn’s” stately quarter-note, walking bass line
changes to “Jerusalem’s” eighth-note bass line in m. 16, preparing the repeat of the entire
phrase.
The initial melodic and textural goal to closely imitate the “Jupiter Hymn” at the
beginning and transition into an imitation of “Jerusalem” as the piece unfolds requires the
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repetition of these sixteen measures to gather more internal counterpoint as the piece
unfolds and expands in range. Example 3.25 presents a complete piano score of
“Jerupiter,” including the development of each repetition and the final quote of
“Jerusalem” in the last four measures.

EXAMPLE 3.25. “Jerupiter”
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Example 3.25 (continued). “Jerupiter”
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It is naive and regressive to expect the removal of all the resemblances and influences
to other composers’ work. Musical creativity relies on having the craft and skill to
communicate the artist’s vision. Compositional craft is gained by those willing to
examine those works which already possess it. Japanese film director Akira Kurosawa,
one of the most influential filmmakers in the history of cinema, offers this advice on
creativity:
Unless you have a rich reserve within, you can’t create anything. That’s
why I often say that creating comes from memory. Memory is the source
for your creation. You can’t create something out of nothing . . . You can’t
create unless you have something inside yourself.28
Harvesting a plentiful crop begins by sowing healthy seeds. The quality of an artist’s
output is directly proportional to the quality of work they experience and study. Although
a composer who absorbs great works may not attain greatness, the quality of their music
will increase because of their intimate knowledge of greatness.

28 Akira Kurosawa, My Life in Cinema: A Two-Hour Video Conversation with Oshima and
Kurosawa, Blu-ray, New York: Criterion Collection, 1993 (2010).
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“I may not be a first-rate composer, but I am a first-class second-rate composer.”
– Richard Strauss

CHAPTER 4: COMPOSITIONAL MODELING TUTORIAL
According to Patricia D. Stokes in her book Creativity from Constraints, “there are no
six or seven easy steps to jump-start creativity. There are only two and they’re both
difficult. The first step is mastering the constraints that define a domain . . . the second is
devising novel constraints that expand it.”1 Cultivating creativity begins by mastering the
techniques that already exist within a given field, followed by the discovery of new
techniques and solutions to similar problems addressed by those centuries of artists who
have managed to balance creativity with technical craft. Through compositional
modeling, or the imitation of composers whose work demonstrates this balance of craft
and creativity, these skills are readily made available to the student composer.
This chapter presents a compositional tutorial for integrating two chosen works as
models for imitation. The primary model will guide the overall form and phrase structure
of the imitation, while the secondary model will inform its harmonic language. The
unique amalgamation spawned from the influence of these two separate models will
inevitably lead to the creation of a “new work” justifiably liberated from the shackles of
both its ancestors. A creative balance between multiple models leads to the development
of a more modern and unique musical style that differentiates itself from the style of
either of its two model works.

1 Patricia D. Stokes, Creativity from Constraints: The Psychology of Breakthrough, (New York:
Springer Publishing Company, 2006), xiv.

Primary Model
Edward Grieg’s Lyric Pieces, Op. 12 no. 4, “Fairy Dance,” will be the primary model
for this tutorial (see Appendix p. 203 for score). This popular piano piece possesses a
distinct and extremely efficient formal structure. All seventy-two measures of this
concise work directly relate to two contrasting thematic ideas. The student’s first
responsibility is to compose a couple of compelling and contrasting thematic ideas to be
arranged and manipulated comparably to Grieg’s “Fairy Dance.”
Grieg’s “Fairy Dance” comprises three formal sections of various lengths:
A – eight measures
B – fourteen measures
C – twelve measures (the first four measures are the same as the first half of A)
The three formal sections of “Fairy Dance” combine into the arrangement
AABABAC. The formal repetitions of A and B, presented as exact duplications of the
initial A and B, reduce the number of measures to compose from seventy-two measures
down to thirty measures. Each formal section possesses internal repetitions and
developments that further minimize the amount of invention needed to complete the
imitation, making this compositional task far less daunting. Although the repeats of these
formal sections are written out with no formal repeat signs, reducing the form to
||:A:||:BA:||C more clearly distinguishes the structure as rounded binary form with the
addition of a coda.
Since the secondary model’s harmonic language needs to complement the clarity of
the primary model’s formal structure and motivic features, selecting the secondary model
will follow the analysis of “Fairy Dance.”
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Analysis of “Fairy Dance”
EXAMPLE 4.1. Grieg, Lyric Pieces, Op. 12, “Fairy Dance:” section A

The eight measures of A (see Example 4.1) divide into two halves, with the first half
(mm. 1–4) fixed around the tonic E minor chord and the second half (mm. 5–8) centered
around the dominant (B-minor in mm. 5–7 and B major in m. 8). The construction of this
piece revolves around the musical dialogue between two motivic characters introduced in
this opening section:
1.

“Goblin” – five nimble, crisply articulated chords (mm. 1–2.2 and mm. 5–6.2)

2.

“Fairy” – a contrasting lyrical yet animated passage (mm. 2.3–4 and 6.3–8).
The notated dynamics for this section provide little clarity in Grieg’s intended

interpretation of these motives. This absence of clear musical instructions can either be
viewed as a compositional defect or as an opportunity for creativity during a
performance. A standard hypermetric reading of this section (see Example 4.2) places the
downbeat on the first measure of each two-measure group (mm. 1, 3, 5, etc.). The
forzando in m. 8 creates an effective hypermetric syncopation at the end of the phrase,
causing a reinterpretation of m. 7 from an expected downbeat into an upbeat that leads
into a displaced but fleeting downbeat in m. 8.
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EXAMPLE 4.2. Grieg, “Fairy Dance:” section A: Standard Hypermeter

While Grieg provides each of these motives with a distinct texture, the traditional
hypermetric analysis minimizes their differences. A performance utilizing smooth,
organic transitions between these motives sacrifices the dramatic contrast available
between the “goblin” and “fairy” characters.
Example 4.3 presents an alternative hypermetric analysis, which, by setting the
“goblin” and “fairy” motives metrically against each other, creates additional musical
tension. The opening five chords, the “goblin” motive, take on a more threatening posture
by placing the hypermetric downbeat on m. 2, rather than m. 1. The scrambling fairies,
with their downbeat retained in m. 3, now disperse and vanish in response to this
imposing danger during m. 4. Starting in m. 5, the goblins persist with their aggressive
actions by maintaining their hypermetric downbeat on m. 6 while also being transposed a
5th higher. The fairies issue a more assertive response in mm. 7–8, as their hypermeter
now matches the “goblin” motive (dictated by the forzando in m. 8).

EXAMPLE 4.3. Grieg, “Fairy Dance:” section A: Alternative Hypermeter
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The metric disruption generated by the continuously changing hypermetric accents
creates extra contrast between these two motivic characters. A performance can reinforce
this hypermetric contrast by varying the dynamics between these gestures (see Example
4.4).

EXAMPLE 4.4. Grieg, “Fairy Dance:” section A: Dynamic Reinterpretation based on the
hypermeter of Example 4.3

A Grieg purist (if there is such a thing) would probably balk at the suggestion of
making such radical changes to the notated score, but “properly” interpreting Grieg’s
“Fairy Dance” is not the intended goal of this analysis. The objective is to “re-interpret”
Grieg’s “Fairy Dance” to inform a “re-creation” of it. An extremely conservative
interpretive reading of the model work can restrain the individuality of the imitation.

EXAMPLE 4.5. Grieg, Lyric Pieces, Op. 12, “Fairy Dance:” section B
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All fourteen measures of section B (see Example 4.5) are centered around the pitch B
(the dominant) and develop section A’s two motivic characters: the “goblin” and “fairy”
motives.2 The five soft “goblin” chords from section A, now marked with the dynamic
forte, are stripped down to menacing unison octaves. The spritely “fairy” texture begins
at pianissimo like before but grows louder and higher sequentially in mm. 9–10 and again
in mm. 11–12 before easing into the dominant chord in mm. 13–14, preparing the way for
the return of section A. The sequencing of the “fairy” motive expands the phrase
structure from eight measures to fourteen measures. Example 4.6 shows a hypothetical
eight-measure version of section B that removes the extending sequences.

EXAMPLE 4.6. Grieg, “Fairy Dance:” section B: shortened to 8 measures

The moment of maximum anticipation for the return to tonic and the inevitable
homecoming of the primary theme generates a musical climax. Imitating the
postponement of Section A’s return, created by Grieg’s phrase expansion of section B,
will help escalate the musical tension of the new work. It is not mandatory, however, that
the imitation of this B section, with its expansion, remains exactly fourteen measures in
length. If desirable, the plasticity of the model’s phrase structure during section B offers
equal flexibility in the imitation of that phrase structure.

2 In this, each section is discussed as beginning from measure 1.
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Grieg makes some peculiar harmonic choices during the B section. Measures 3–4
decorate an A≥o7 chord. Its repetition in mm. 7–8 changes the A≥ to a B¯, spelling the
chord as a C≥o7. Example 4.7 shows how this enharmonic re-spelling does not guide the
performer for an upcoming tonicization of D but rather simplifies the melodic voiceleading in mm. 9–10. Grieg, or his editor, preferred reading the moving line as B¯-A-G
instead of the harmonically accurate but melodically confusing A≥-AΩ-G.

EXAMPLE 4.7. Grieg, “Fairy Dance:” section B: harmonic reduction and analysis

The alteration in the harmonic motion during mm. 11–12 disrupts the simple but
effective harmonic language of this section. Example 4.8 rewrites this passage to present
a more straightforward means of harmonizing mm. 11–12.
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EXAMPLE 4.8. Grieg, “Fairy Dance:” section B: simpler reharmonization (mm. 11–12)
with reduction and analysis; mm. 9–14

Instead of continuing the sequence through the next chord tone of the A≥o7, as
demonstrated in Example 4.8, Grieg slips in a CΩ starting in m. 11, creating a mixture of
Gero3 and Fr+6 harmonies. The harmonic change in m. 12, the Fr+6, is an appealing
addition that emphasizes the end of the harmonic and melodic sequence to set up the
return to section A. Grieg’s harmonic choices in m. 11, however, are less satisfying. It is
more effective to introduce a startling harmonic change on the last note or chord of a
motivic sequence (m. 12) rather than on the first chord of that sequence (m. 11). Example
4.9 demonstrates how Beethoven manipulates the final chord of a three-note motive in his
Piano Sonata no. 26, Op. 81a, “Les Adieux,” movement 1. The opening motive of this E¯
major piano sonata, expected to arrive in m. 2 on an E¯ major chord (Example 4.9a),
instead deceptively arrives on a C-minor chord (Example 4.9b). A few measures later,
when the motive returns, the downbeat of m. 8 “resolves” farther away onto a C¯ major
chord (Example 4.9c).
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EXAMPLE 4.9. Beethoven, Piano Sonata 26, “Les Adieux,” Op. 81a, mov. 1, Adagio,
a) expected resolution, b) mm. 1–2, c) mm. 7–8

During the main Allegro section of this movement, Beethoven presents this three-note
motive in inversion in the right hand (mm. 35–36) with a G¯ as the final note. Example
4.10 shows Beethoven intensifying the harmony of its repetition in mm. 37–38 by
altering the G¯ to a GΩ on the last note of the motive.

EXAMPLE 4.10. Beethoven, Piano Sonata 26, “Les Adieux,” Op. 81a, mov. 1, Allegro:
mm. 35–38

162

Example 4.11 presents a more consistent and convincing harmonic variant of Grieg’s
mm. 11–12. By maintaining the A≥o7 chord during m. 11, the Fr+6 disrupts the final
sequence directing this section to its cadence. Based on Beethoven’s “Les Adieux”
example, the harmonic change occurs on the last chord of the motive instead of the
initiation of the final sequence.

EXAMPLE 4.11. Grieg, “Fairy Dance:” section B: preferred rewrite of mm. 11–12;
harmonic reduction and analysis

The third and final section of Grieg’s “Fairy Dance,” section C (see Example 4.12), is
divided into two parts (4+8), where the first four measures are identical to the first half of
section A, but starting in m. 5, this section becomes a coda that quietly and mysteriously
carries this short piece to its conclusion.
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EXAMPLE 4.12. Grieg, Lyric Pieces, Op. 12, “Fairy Dance:” section C

The end of the “fairy” passage (m. 4) descends sequentially through A minor (m. 5), F
major (m. 6), and finally B7 (m. 7) chords. The “goblin” motive returns in mm. 8–10,
expanded from five to seven chords, performed at the softest dynamic of the piece (ppp).
The final “goblin” chord on the downbeat of m. 10 repeats two more times on the
downbeats of mm. 11 and 12, each at a higher octave. These final two chords, with their
playful grace notes and higher register, recall the spirit of the fairies.
A comparison of the harmonic layout of Grieg’s “goblin” and “fairy” motives will
facilitate the selection of an appropriate secondary model. Example 4.13 shows that both
“goblin” and “fairy” motives utilize the same harmonic rhythm: long-short-long. In the
first four measures, the chord of longer duration remains as the tonic (E minor), while the
chord of shorter duration differs between the two motives.
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EXAMPLE 4.13. Grieg, “Fairy Dance:” “goblin” and “fairy” motives with harmonic
reduction, mm. 1–4

Between the two chords that make up the initial statement of the “goblin” motive, E
minor and C major, there are two common tones: pitches E and G. The tonic pitch E, the
only common tone between the two chords in the “fairy” motive, presents itself
throughout the harmonic structure of both motives. For the “goblin” motive, a procession
of five articulated chords, Grieg stresses its harmonic features by placing both chords in
root position. By minimizing the “fairy” motive’s harmonic features, keeping a pedal E in
the bass and leaving out the implied pitch C from the A minor chord, Grieg places greater
importance on its melody. This harmonic foreshortening, as well as the melodic pickups
into m. 3, help situate the listener’s attention on the rising melody during the “fairy”
motive in contrast to the harmonic emphasis of the “goblin” motive.
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Secondary Model
Before the imitative process begins, a secondary model needs to be selected. The
secondary model, while being compatible with our primary model’s harmonic schemes,
will modernize the harmonic language of the imitation. For the film The Force Awakens
(2015), John Williams composed several motives and themes for the main character Rey.
Example 4.14 shows one of these memorable motives.

EXAMPLE 4.14. Williams, The Force Awakens, “Rey’s Theme:” mm. 7–10

Like Grieg’s “goblin” motive, Example 4.14 is a harmonically driven motive in minor
based on two chords. Where the “goblin” motive uses the tonic and submediant,
“Rey’s Theme” uses the minor tonic chord (i) and a tonic with a suspended 2 and 4 (see
Example 4.15). These two chords, like the “goblin” motive, share two common tones.

EXAMPLE 4.15. Williams, “Rey’s Theme:” two extracted chords from mm. 7–10

Mozart, in a much less contemporary setting, uses these same two chords in the
opening of his Sonata in A minor, K. 310. Example 4.16 shows this raucous theme and
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the harmonic reinterpretation of the tonic with a suspended 2 and 4 from Example 4.15 as
a dominant-seventh chord over a pedal tonic in the bass.

EXAMPLE 4.16. Mozart, Piano Sonata K. 310, mov 1: mm. 1–5

Creating “New” Motives
The “new goblin” motive will come from these two chords taken from Williams’s
“Rey’s Theme,” using the meter and phrase structure of Grieg’s “Fairy Dance.” The
“alternative hypermeter” of Example 4.3 places the hypermetric downbeat on m. 2.
Instead of returning to the tonic on m. 2, like “Fairy Dance,” the “new goblin” motive
will lead from the tonic chord in m. 1 to the more intense tonic sus chord in m. 2.
Example 4.17 shows two voice-leading options for these two chords that maintain the
common tones A and E.

EXAMPLE 4.17. Voice-Leading options for “new goblin” motive: a) rising b) falling
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Example 4.18 demonstrates the development of the “new goblin” motive from the
two chords of Example 4.15. Changing Grieg’s dynamic of pianissimo to forte increases
the inherent conflict between the “new goblin” and “new fairy” motives.

EXAMPLE 4.18. Development of “new goblin” motive: a) leading to m. 2 melodically
and harmonically b) leading to m. 2 rhythmically c) final version

The rising melody in Example 4.18a leads into the harmonic tension in m. 2, while
the metrically ambiguous rhythm in m. 1 resolves on the hypermetric downbeat of m. 2.
Example 4.18b clarifies the meter by allowing the rhythm to lead unhindered into m. 2.
At the beginning of section B, the “new goblin” motive also operates stripped of its
harmonic support (see Example 4.5), where it is presented only in melodic form. The
final version of the “new goblin” motive (Example 4.18c), more pleasing in both its
initial harmonic presentation and its basic melodic contour, thickens the texture from four
voices (Examples 4.18a and 4.18b) to six voices (Example 4.18c).
The “new fairy” motive needs to provide contrast to the dynamically and metrically
strong “new goblin” motive. Applying the “alternative hypermeter” of Example 4.3
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provides another layer of contrast between these two motives so that the “new goblin”
motive pushes forward into the second measure, and the “new fairy” motive will
withdraw after the initial, strong downbeat. Example 4.19 develops the “new fairy”
motive in four stages.

EXAMPLE 4.19. Development of “new fairy” motive: a) Grieg’s rhythmic grouping
(transposed from E minor to A minor) b) highlighting Grieg’s rhythmic grouping
c) rhythmic augmentation of 4.19b d) final version

Example 4.19a points out a syncopated melodic rhythm found in Grieg’s “fairy”
motive. The rhythmic grouping of Example 4.19b results in a metric inflection of 6/8
instead of 3/4. The metric ambiguity in this version produces an aggressive “fairy”
motive. Example 4.19c rhythmically augments the grouping from dotted-quarter notes to
half-notes, creating a slower and less hostile hemiola. The final version of the “new fairy”
motive (Example 4.19d) changes the right-hand melody to more attractively interact with
the rhythm of the left hand. The harmony of the entire “new fairy” motive sustains the
final tonic suspended chord of the “new goblin” motive. The reverberation of the chord
from the previous, more powerful motive subjugates the “new fairy” motive into a
vulnerable position allowing for the desired developmental growth during section B.
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In the model composition, Grieg transposes mm. 1–2 up a 5th to generate mm. 5–6.
Example 4.20a shows a direct transposition of the “new goblin” motive from mm. 1–2
into the dominant, a rendering considerably brighter than the initial tonic statement of this
motive. The left hand’s placement, appreciably higher than the left hand of the preceding
“new fairy” motive, causes mm. 5–6 to appear disconnected from the preceding
measures. Example 4.20b shows a slight re-voicing of these measures that effectively
brings the left hand down into the range of mm. 1–4, reconnecting it to the rest of section
A while maintaining an appropriate level of brilliance and intensity.

EXAMPLE 4.20. Repetition of the “new goblin” motive in the dominant: mm. 5–6
a) transposition of mm. 1–2 b) final version

For the final two measures of section A, Grieg relocates the melody to the left hand
while the right hand plays rippling triads above it (see Example 4.21a). Example 4.21b
shows an imitation of this left-hand melody, derived from Grieg’s right hand, as well as
an outline of the harmonic rhythm planned for the right hand, the hemiola rhythm
stemming from the left hand of the “new fairy” motive in mm. 3–4. Example 4.21c fills
out the right-hand’s harmonic skeleton with chords wavering between moments of
stability and uncertainty.
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EXAMPLE 4.21. Return of the Fairies: mm. 7–8 a) Grieg (transposed from E minor to A
minor) b) new L.H. melody with R.H. harmonic rhythm c) final version

Example 4.22 presents a direct comparison of section A of Grieg’s “Fairy Dance” and
section A of “Goblin Dance.”

EXAMPLE 4.22. Grieg “Fairy Dance” comparison to Jeter “Goblin Dance:” section A

In section B, Grieg’s “goblin” motive, stripped of its harmonic covering (see Example
4.23a), is reduced to its essential melodic contour (see Example 4.23b). Contrast to the A
section is given by elevating the “goblin” motive’s dynamic to forte, as well as tonally
centering it around the dominant in unison octaves in the bass.
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EXAMPLE 4.23. Grieg “goblin” motive comparison (transposed from E minor to A
minor) (a) section A (mm. 1–2) (b) section B (mm. 1–2)

The “new goblin” motive is already presented at forte during the A section, naturally
reducing the contrast between this motive in sections A and B. To compensate for this
lack of dynamic contrast, the addition of a new pitch at the end of the motive (see
Example 4.24) displaces the hypermetric downbeat from m. 2.1 (as indicated by the
forzando during section A) to m. 2.2. This low, forzando E grounds this section in the
dominant, like the model, but also makes the “new goblin” motive more threatening as it
encroaches into the space of the “new fairy” motive’s entrance.

EXAMPLE 4.24. Jeter “new goblin” motive comparison (a) section A (mm. 1–2) (b)
section B (mm. 1–2)

Grieg’s “fairy” response to the “goblins” changes significantly from section A to
section B. The harmony, an anxious D≥o7 chord (when transposed from E minor to A
minor), uses a voice exchange (between pitches A to C in the bass and C to A in the alto)
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to provide forward momentum and melodic intrigue. The harmonic rhythm remains longshort-long, while the hypermetric downbeat (like the initial “fairy” motive in section A)
persists on the first downbeat of the motive.
The elaboration of the “new fairy” motive during the B section, directly influenced by
the development of Grieg’s “fairy” motive, requires five distinct steps:
Step 1, Re-voice the harmony: First, move the voices involved in the voice exchange
into the outer voices. Grieg uses the alto and bass voices in the voice exchange (see
Example 4.25b), while the tenor and soprano voices remain static. The alto part converts
into the soprano by dropping the original soprano part (D≥s) an octave to become the
tenor, turning the tenor part (F≥s) into the alto part. The pitches in the bass are already
part of the voice exchange, so the bass becomes the only voice to remain in its original
role (see Example 4.25c).

EXAMPLE 4.25. Step 1 in the Adaptation of the “fairy” motive in section B: mm. 3–4 a)
Grieg (transposed from E minor to A minor) b) SATB harmonic reduction of
Grieg (with voice exchange) c) Re-voicing of Grieg
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Step 2, Redirect the hypermeter: The addition of a new harmony at the end of the
gesture compacts the harmonic rhythm from long-short-long to short-short-short-long. As
Example 4.26b shows, the “new fairy” motive now resolves by the addition of the
dominant chord of E (B), enabling the hypermetric emphasis to more easily shift from the
downbeat of the first measure (see Example 4.26a) to the downbeat of the second
measure (see Example 4.26b).

EXAMPLE 4.26. Step 1 in the Adaptation of the “fairy” motive in section B: mm. 3–4 a)
Grieg (hypermetric downbeat on the first measure) b) “new fairy” motive with
harmonic variant and redirection of the hypermeter (hypermetric downbeat in the
second measure)

Step 3, Modify the harmony: Grieg’s D≥o7 harmony seems foreign to the harmonic
language of section A in “Goblin Dance.” A simple substitution for the D≥o7 harmony is
the more colorful F≥ half-diminished seventh chord. Since the F≥ half-diminished seventh
chord possesses three common tones with the D≥o7, it requires only one pitch (the tenor)
to change.
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EXAMPLE 4.27. Step 3 in the Adaptation of the “fairy” motive in section B: mm. 3–4 a)
D≥o7 with D≥ in tenor b) F≥ half-diminished seventh chord with E in the tenor

Step 4, Re-voice the harmony (part II): The first step in this adaptation was to revoice the soprano, alto, and tenor voices, leaving the bass as the only unaltered part. With
the revision of the harmony completed in step 3, the bass will now drop a diatonic third
lower (within E minor) while retaining the same melodic contour (see Example 4.28).
This change allows the bass to begin on the root of the first chord and conclude on a
wonderfully disagreeable G, creating an augmented triad that tastefully bites against the
intended B major chord.

EXAMPLE 4.28. Step 4 in the Adaptation of the “fairy” motive in section B: mm. 3–4 a)
End of Step 3 b) Re-voicing the bass down a third with compensation in the alto
and tenor voices.

Step 5 – Embellish the melody: The final step of the adaptive process is to decorate
this newly-generated SATB harmonic reduction. Grieg consistently adorns the “fairy”
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motive with a persistent eighth-note arpeggiation motion. The eighth-note melodic
embellishments added to the “new fairy” motive in Example 4.29 primarily involve
anticipations.

EXAMPLE 4.29. Step 5 in the Adaptation of the “fairy” motive in section B: mm. 3–4 a)
End of Step 4 b) Melodic embellishment of SATB harmonic reduction

Measures 5–8, an exact repeat of mm. 1–4, lead into a sequence of the “fairy” motive
from mm. 3–4 or, more immediately, mm. 7–8.
Although the driving force behind the presence of a sequence in mm. 9–14 of section
B is taken directly from Grieg’s “Fairy Dance,” the sequence’s implementation will differ
significantly from the model. Example 4.30a presents the “fairy” motive reduction from
Example 4.26 (Step 1 of the adaptation of mm. 3–4). The voice exchange, located in the
moving lines of the soprano and bass, being inverted in Example 4.30b. The combination
of Examples 4.30a and 4.30b creates a reciprocal motion that establishing a preliminary
sequence in Example 4.30c.
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EXAMPLE 4.30. Step 1 in the Sequential Development of the “fairy” motive in section B
a) “fairy” motive from Example 4.26 b) Inversion of Soprano and Bass voices
c) preliminary sequence of (a) and (b) leading into the return of section A: mm. 9–
15

There are several technical and musical problems with this “preliminary” sequence:
(1) As discovered in Example 4.27, diminished chords, such as D≥o, do not match the
harmonic language of section A. (2) The harmonic progression, alternating D≥ diminished
and E-minor chords, is extremely predictable and not very interesting. (3) The return of
section A begins an octave too high.
The first two problems incurred by the “preliminary” sequence in Example 4.30c,
namely the incompatible harmonic language and the trivial harmonic pattern, will be
confronted first. Example 4.31a shows the “fairy” motive reduction from Example 4.28
(Step 4 of the adaptation of mm. 3–4). Example 4.31b keeps the melodic sequence of
Example 4.30c while incorporating the harmonic language of Example 4.31a. Colorful F≥
half-diminished chords replace all the D≥ diminished chords, and the E-minor chords are
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replaced first by its submediant (C) followed by its mediant (G). The C major-seventh
chord (m. 2), unexpected due to its root being a half-step higher than the “fairy” motive’s
original harmonic goal of B major (see Example 4.31a), originates from the second chord
of Example 4.31a and therefore matches the harmonic language of the phrase.

EXAMPLE 4.31. Step 2 in the Sequential Development of the “fairy” motive in section B
a) “fairy” motive from Example 4.28 b) Re-harmonization of Example 4.30: mm.
9–15

Before embellishing this reduction into its final form, the sequence leading to the
return of section A needs coercing into the correct octave. Example 4.32 re-voices the left
hand, lowering its tessitura by an octave, as well as smooths out the melodic continuity of
the bass voice. An E7(sus 4) chord replaces the F≥ half-diminished chord in m. 13 to
strengthen the harmonic return of A minor with the “new goblin” motive. The reciprocal
up and down motion of the motives is disrupted, switching directions in mm. 13–14,
creating two consecutively rising motives in the fourth and fifth measures of the
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sequence. This alteration enables the final motive to more effectively lead down into the
correct octave for the return of section A.

EXAMPLE 4.32. Step 3 in the Sequential Development of the “fairy” motive in section
B: Re-Voicing and re-harmonization to arrive at section A in the correct octave:
mm. 9–15

The final step in the sequential development portion of section B involves the
embellishment of this reduction similarly to Step 5 of mm. 3–4 in section B (see Example
4.29). Although the E7(sus4) chord in m. 13 is both surprising and harmonically
compelling, Example 4.33 enhances this measure further by inserting accents and
groupings that create a 6/8 metrical organization rather than the notated 3/4 time. This
metric obscurity relates to the hemiola found in the initial “new fairy” motive in section
A, mm. 3–4. Stretching out two dotted-quarter beats into the time of three quarter-note
beats during this measure allows the return of the primary beat in m. 14 to more
forcefully and conclusively return to section A.
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EXAMPLE 4.33. Step 4 in the Sequential Development of the “fairy” motive in section
B: Embellishment: mm. 8.3–15.1

The first four measures of section C are identical to the first four measures of section
A. The fifth, sixth, and seventh measures of section C serve as a continuation of the “new
fairy” motive as presented in mm. 3–4. The final four pitches of the “new fairy” motive
repeat as an echo with new, unexpected harmonies added underneath. Example 4.34
shows the realization of the harmonies for mm. 5–7 through the alteration or addition of a
single pitch from Grieg’s parallel passage. Unlike the model, the third echo grows
dynamically and leads into the final statement of the “new goblin” motive in m. 8.
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EXAMPLE 4.34. Adaptation of “fairy” motive continuation in section C: mm. 5–7
a) Grieg b) harmonic reduction of (a) c) harmonic additions or alterations
d) final version

As demonstrated in Example 4.35, Grieg’s faint, final statement of the “goblin
motive” at the softest dynamic level (ppp) is replaced by the “new goblin” motive at the
loudest dynamic level of the piece (ff). The forzandi place the metric weight of mm. 8–9
on beat two, while the final two measures realign the metric downbeat on beat one in
piano double octaves at the lower end of the keyboard.
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EXAMPLE 4.35. End of section C: mm. 8–12 a) Grieg b) final version

The complete score for “Goblin Dance” is available in the appendix on pp. 204
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Conclusion
The art of composition encourages the unification of craft and creativity. When
mechanically implemented, technique becomes a set of inflexible restraints, leading to
insipid and characterless results. When properly paired with ingenuity, however,
technique provides a means of realizing the potential of the creative spark. Creativity in
music composition cannot be learned by merely following the steps of a prescribed
process.
Since humans have a natural desire to emulate the appearance of success, the
traditional pedagogical method centers around imitation. Plato, one of the founders of
Western philosophy, envisioned that an imitation must endeavor to emulate a perfect,
idealized model. When human achievements become models, as with compositional
modeling, there is a risk of deifying either the model works themselves or their creators.
These works artificially take on the Platonic role of a perfect example worthy of
emulation. This traditional mindset permits the student to place their complete trust in
their model. The most considerable risk in this classical mentality is a misplaced sense of
motivation. When effectively implemented, learning through imitation encourages
students to develop internal motivations and self-interest in personal growth by
communing with their transcendent ideals.
Chapter one of this dissertation describes the Classical style’s process of imitation, as
demonstrated in Carl Czerny’s School for Practical Composition, in detail. Through a
restrictive method of imitation, the student creates a close duplicate of the phrase and
harmonic structures of a single model. Utilizing new melodic ideas and figurations
influenced by the model leads to a new work created in the style of the model. Rather
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than creating a work in the student’s “style,” the student seeks to become intimately
familiar with the style and techniques employed by the model composer. Creativity
increases by imposing strict limitations on the available compositional techniques to
those distinguishable within the model work itself.
Choosing an individual model work from the abundance of great compositions
worthy of imitation can be intimidating. In chapter two, technical craft and artistic
creativity combine in the selection of a compositional model. While using quality writing
that appropriately matches the student’s competency level is an essential technical
consideration in selecting a model, artistic choices also serve as a guide in the selection
process. These artistic choices focus on the programmatic intentions or commonly
accepted meanings associated with the model work. An imitation can indirectly reference
the model work’s extramusical meanings to weave an intricate web of cross-domain
relationships through intertextual allusion.
Once a student achieves competency at rigid and structured imitation (chapter one),
the next phase involves cautiously relaxing close adherence to a single model. Chapter
three presents additional techniques for compositional modeling and introduces a process
for managing multiple related models through genealogical surveys. These surveys
provide methods for handling both general qualities of these models, such as stylistic
markers, as well as specific components, including the danger of adhering too strictly to
certain melodic, harmonic, and rhythmic motives.
The final chapter, a compositional tutorial, incorporates two model works for
imitation. The transformation of Czerny’s “classical” imitative techniques into a modern
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style with multiple influences enables the shaping of a “new work” that develops a
composer’s unique style.
Composition modeling provides a powerful way to instill both craft and creativity
into the student of composition. Models serve as clear guides for the imitation of musical
structure and style. Compositional modeling can be employed flexibly according to the
student’s development, with strict adherence to a single model for beginners and lenient
observance to multiple models for those with more experience. As a methodology,
compositional modeling requires tremendous patience, determination, and a reasonable
amount of humility.
The ebb and flow between technique and creativity is a balance of old and new, the
known and the unknown. Atop this treacherous tightrope lies the realm of the artist. In
this eternal, inner struggle between technical craft and creativity, artistic tension dwells.
Only through the mastery and taming of both attributes can an artist’s passion mature,
transcending proficiency and skill towards the creation of enduring works of art.
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APPENDIX – SCORES
Mozart Piano Sonata (Czerny’s 2-Hand Arrangement)
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Mozart Piano Sonata (original)
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Czerny’s Imitation of Mozart
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Grieg’s “Fairy Dance”
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Jeter’s “Goblin Dance”
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